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This work may now be विश्‍वविद्यालय Watt | y 
said to be a complete English = | 
version of the author’s D. तकालय 
Litt Thesis—‘‘Foundations 
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and Canons of Hindu Icono- 
graphy, both sculptural and 
pictorial’’—and is acclaim- 
ed by the renowned autho- 
rities and savants as a high 
piece of research work. The 
compilations of the sources, 


the Pratima-laksanas and 39 9४ V. 25 Coa 

Citra-l ien- z 

A ra-laksanas em the En व्या 5 9. EZA 

tificand systematic headings 3 eS - 

ofthe art-canons is hailed हसी प्रकार का निशान 

asa very valuable aid for ` क्रपया १५ दिन से ग्रधिक 
_ future studies ame resear- पने पास न रखें । 

ches on these subjects. It 
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- isa pioneering attempt in Me TN ir 
treating Indian Iconography 
—Brahmana, Baudha and 
Jain, fromasynthetic stand- 
point, integrating all these 
three branches of this fasci- 
nating lore and art intoa 
compact whole. Students of 
Art and Archaeology may 
also find this book very use- 
ful for them and so for their 
convenienceit is being pub- 
lished under three separate 
editions : 

1. Hindu Canons of Ico- 
hy with an anthology 
imalaksana; 

Hindu Canons of Ico- 
ithout the antho- 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


UbGRtÓÉRERERERHERS HR HR HRHRERRRORRRRRRER S 


Tt 


Ss 


गुरुकुल कांगड़ी विश्वविद्यालय, हरिद्वार 
पुस्तकालय 
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पुस्तक पर किसी प्रकार का निशान 
लगाना वॉजित है । mur १५ दिन से अधिक 
समय तक पुस्तक अपने पास न रखें ॥ 
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Lord Seale 
Who has very scantly been treated for his cult-images and cult- १ 


shrines, perhaps due to some curse—vide p. 179—which evidently reflects 
the popular mind, nevertheless he is the ideal god who can inspire humanity 
for perpetual endeavour—the Sadhana, the struggle for that Creative Power 
(which isanother name of Humanity) with unabated vigour, unblemished 


wisdom and unsophisticated living. 
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FOREWORD 


Ideemita privilege and also my duty to write a foreword for 
"Dr. D. N. Shukla's book on Hindu Canons of Iconography and Painting, 
which forms Vol. IX of the Bharatiya Vastu-Sastra Series. The series 
was planned out by Dr. Shukla himself, and he has already published 
five Volumes of it. Of these as many as four are in Hindi, the fifth one 
on Hindu Canons of Painting being iu English.. This shows the bulk and 
magnitude of the work already done by him, and he intends to follow 
it up by bringing out Volumes on Hindu Canons of Architecture, which 
will constitute the remainder of the series. It has been possible for 
this comparatively young scholar to do so much work of this highly 
technical character, for he has combined in him a very intimate know- 
ledge of Sanskrit with a first hand experience about the architectural, 
iconographic and pictorial remains of ancient and medieval India. 
This is a combination rarely to be found among scholars engaged in 
the pursuit of similar studies, and I am sure he will be able to throw 


much further light on this branch of Indology. 1 have long been 
acquainted with the progress of his work, and I can say without any 
hesitation that he has all along been sincere and conscientious in his 
scholarly researches. His treatment of the various topics connected with 
his subject has always „been critical, and his appraisal ofthe views of 
previous writers has been fair and just. I have no doubt that the 
Government of the Uttar Pradesh and the Government of the Indian 
Union will extend to him their full patronage in the matter of the 
| publication of his further researches. 

Itshould be emphasised in this connection that he is not only 
advancing the bounds ofour knowledge in this fascinating branch of 
| Indology, but he is also enriching the technical side of Hindi literature 
by writing many of these books in the Rashtrabhasha. 

In fine, I can only observe that the present work on the Hindu 
Canons of Iconography and Painting is one of considerable merit, and 
I am sure it will receive attention and appreciation from the world 
of scholars, which it so thoroughly deserves. 


ग J. N. Banerjea 
Carmichael Professor of Ancient 
Indian History and Culture, 
Calcutta University 
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INTRODUCTION 


This work—Vastusastra Vols. I & I{—Vol. II being published first, 
originally conceived as one of the series of a tento fonten volter 
project, under the general caption ‘Bhāratiya RE nues 
by mesome years back, can now be said, a complete English version of 
my D.Litt. TThesis— Foundations and Canons of Hindu Iconography 
(both sculptural and pictorial)"—the two parts 1. e. Canons of Icono- 
graphy (I) and Canons of Painting (III) wherein could also pe 
mitted, along with my already published works— Pratima-vijnana, 
Pratima-laksana and Citra-laksana. 


The author, primarily a student of Vastu-sastra, when got enchanted 
with this fascinating lore of Silpa-sastra, has to say a word on the 
wide scope of Vàstu-sastra where Silpa-sastra, the science of sculpture, 
and the canons of painting (the Citra-$astra) are also included in its 
broader purview. 


The English word ‘architecture’ does not and cannot denote and 
connote fully the Indian word ‘Vastu’ (Sastra or kala). In India the 
Science of Architecture—the Vastu-$astra has at least five main branches: 
the Canons of Town-planning; the Art of House-building (both 
secular and religious—secular being the residential houses of middle 
class people (House-architecture) as well as the pfilaces of kings (Palace- 
architecture) and religious being the abodes of gods—the temples— 
(Temple-architecture) ; the Canon of icon-making—Iconography (and 
also the art of sculpture, the rich heritage of India); the essential 
characteristics of Painting—Citra-laksana and the art of the construc- 
tion of the machines (mechanical devices) as well as the articles of 
furniture etc. 


Fortunately this full-fledged scope of architecture is fully represented 
inthe pages of the Samarangana-Sutradhara of King Bhojadeva of M 
Dhara, one of the greatest literary luminaries of India and the greatest 
patron of Art and Literature. The writer, a student of this magnificent 


book with the magnificant title, written by a magnificent king, while 


working for his Ph.D. Thesis—“A study of Bhoja’s Samarangana- 
Sutradhara, a treatise on the science of Architecture", naturally 
conceived the idea of pursuing this subject further up and this has 
d^ x: sedis ia brining out about five Volumes—Bharatiya Vāstu-śāstra 
E —(Vàstu-vidya evam Puranivesa) dealing with a succinct outline history 
the ancient town-planning—both the rise and 


of Vastu-vidya and 
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‘growth of the different and manifold types of towns and the Canons of 
‘Town-planning; the Prasada-vastu (only one part is so far printed 


under the title ‘Hindu Prasada ki caturmukh! Prsthabhumi) and the 
three volumes already mentioned above—Pratima-vijiana, Pratima- 
lak:ana and Citra-lak ana. 
The very high opinion of the renowned indologists like Dr. J. N. 
Banerjea, Carmichael Professor of Ancient Indian History and Culture, 
Calcutta University, and Dr. V. S. Agarwal, Professor of Art and 
Architecture in the University of Varanasi, and the felicitations received 
from so many other quarters as well as the patronage from the Uttara 
Pradesha Government and the University Grants Commission in the 
shape of subsidies and grant for publication of these researches, have also 
encouraged me a great deal to go ahead in my humble pursuit to make 


an attempt to open up a little fringe of that vast vista of vision—the 


India's past. 

Now when the Volume on Iconography, the ‘Pratima-Vijnana 
came out, it attracted the notice of that silent savant, the renowed 
Buddhist and Pali scholar, Professor C. D. Chatterjea, Head of the 
Department of Ancient Indian History & Archaeology, Lucknow Univer- 
sity, who liked this work very much especially the angle of the treatment 
and he suggested I should now work on ‘An anthology of Pratimala- 
k anas making an advancement on Sri Rao’s work. I took his advice 
to my heart and dedicated myself with heart and. soul and added 
another volume to the sübject. Later on a third volume, *An anthology 
of Citralaksana was also added and thus all these may be said to 
fittingly comprise the full subject of Indian Iconography. 

Thus my iconographical studies comprised of the three volumes— 


1. Pratima-vijnana. 
2. Pratima-laksana and 


3. Citra-laksana—constitute the four main pillars, on which 
the grand edifice of Hindu Iconography stands. These are the 
Background of Indian Iconography—the Institution of Worship. (vide 
the 1st part, the ‘PUrva-pithika’ of the ‘Pratima-Vijnana’ in full ten 
chapters and 169 pages); the Canons of Iconography (vide the 2nd 
part, the ‘Uttarapithika’ of ‘Pratima—Vijnana, the last seven chapters 
as well as the first Khanda of Pratima-laksana) ;.the essential charac: 
teristics of Indian icons (Brahmana, Baudha and Jain—the exposition ~ 
of which having been made briefly in the body of the Uttarapithika 
(Chapters 8—10) are fully and exhaustively shown corroborated from 
the original sources of Puranas, Agamas Silpa-texts and other 
miscellaneous digests and anthologies (cf. the ‘Sources of Hindu 1cono- 
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grapby’—the and. Chapter pL M s 
‘gathered together in one volume (vide *Pratima-la pu E Fr 
of eight patalas i. ¢. the parts) and lastly the SRN of Painting, the 
‘Citralaksana’, forming an essential part of Hindu Iconography (the 
Citraja images being very highly extolled in the religious digests like 
Haribhakti-vilasa of Gopalabhatta). 

Happily my Ph. D. Thesis, on account of its high merit (a pioneer 
work and the contributions which I could make there being regarded as so 
high that the award of Ph. D. Degree was the least credit for such a 
scientific and conscientious labour) was singled out by the University of 
जह forseeking a substantial grant from the University Grants 
Commission, for its publication in an extended investigation. This 
gave mean added impetus to take considerable pains to make a fuller 
survey in such a manner of this subject as to evolve out a compre- 
hensive work dealing practically with all the main branches of Hindu 
Iconography as already pointed out below; hence the emergence of this 
book. 
पः is, in short, the history of this work. Now let me come to 
the exposition of the subject-matter and contributions which I have 
been able to make in this very important and difficult branch of ancient 
Indian iore. 

The subject of Indian Icon-graphy is one of the most fascinating 
branches of Indology. It is nota pure art, it is applied theology, 
religion and philosophy, all embeded in one. fconography, the science 
of image-making, forms one of the principal topics of Hindu science of 
the Vistu—Architecture (cf. writer's Hindu Science of Architecture— 
the scope and the subject-matter of architecture) and the religious 
origin of Indian Architecture is well known, Naturally, therefore, Indian 
Iconography, 


of the people; its treatment is only half done, 


Worship, 

Again Iconography in India 
by means of which the spritual life, 
dedications of the multitude of me 
and completed. Art for Art’s sake 


is not an end itself, it is only an aid 
the religious craving and the pious 
nin India were ennobled, satisfied 
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Hindu view of life. It is from this fundamental background that 
studies on Indian Art—iconography, sculpture, architecture and painting 
should be taken up. After all, all these arts and sciences, thoughts and’ 
beliefs are only the different pillars, on which the great bridge of Hindu 
Culture has been built under which the sublime and divine current of 
life is flowing from the times immemorial. This current, though 
disturbed, is still flowing and the bridge of Hindu culture shows no’ 
sign of decline. 


We know that the rcligious life of Hindus has had many trans- 
formations. The key-note of this religious life in India has been the 
quest of the object beyond this perceptible world. The life Divine, 
has always captured the life worldly. In the Rgvedic times the centre 
of the quest was manifold objects of natural phenomena, conceived as 
gods and goddesses, having their threefold divisions, those belonging 
to earth, midair and the sky. The cult of prayer (singing hymus of 
the Rgveda) was the first attempt to win over these divinities. Later 
on, the cult of sacrifice was in vogue (cf. Yajus-Samhita, Brahmanas 
and Kalpa-sitras). Still later, the paraphernalia of sacrifice, the 
complicated ritual requiring manifold articies and involving a good deal 
of expenditure, both monetary and temporal, could not last long. 
Hence centre shifted from the extrenal quest to the Internal Anan. 
This is what we learn from the Aranyakas and Upanisads. 

In the Sutra period, however, the problem was how to reconcile 
both these ancient institutions of sacrifice and meditation as arose and 
developed in the Brahmanas and Upanijads. An orientation, therefore 
was felt necessary, to co-ordinate both the elements and the result was 
the rise of the Puranas, Agamas, Tantras and the later systems of Indian 


philosophy and religion. : 
part of the great thinkers of the 


Despite a genuine effort on the 
oth these institutions of complicated 


past, however, a want was there. B 
ritual and the philosophical or mystic meditation were not suited to 


the mass of huminity, the simple unsophisticated people, the ordinary 


run of men, forming the bulk of the population. Hence religious 
reform was undertaken and this could be accomplished only by a sage 
like Vyasa, the celebrated author of Puranas. The Puranas gave the 
popular religion of Bhakti, the germs of which had already been ther 
in that fountain head of Vedic lore itself (cf. Svet. Up-). १ 


Now with the dawn of the dovotional movements, the propagation 
of theimage-worship as advocated by the Puranas and the Ágamasaiming | 
at the new orientation of the religious life of India. after the sacrifi 
eult of the Vedas, a powerful impetus was provided. for the: er no 
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the temples and places of pilgrimage in every ze a d 
to so many sacred places—dhams, mathas, drt en qut en 
and temples all over India. Side by side this archi Md E Epi 
the corresponding and consequent necessity z the installa p i 
images of gods, more especially those ofthe two amous p s s 
Vignu, of the Hindu Trinity, was felt. Thus the origin and deve DR 
of Architecture was synchronous with the origin and gevelopmient ० 
sculputre. It was with this background that almost all the WEE all 
the manuals of architecture, both architectural like Visvakarma-Prakiéa, 
Samarangana-Sutradhara, Aparajita-praccha, Mayamata, Manasara, 
Agastya-sakaladhikara, Silparatna and a host of oiher and non- 
Architecurallike Puranas, Agamas, Tantras and Pratisthá works, etc. 
have devoted a good many chapters on the treatment of sculpture 
also. 


Without going into the details ofthe subject-matter dealt with in 
the respective parts—vide the Introductory Chapters, it may be brought 
home to my readers that the arrangement of this work is comprised of 
as many as five parts: The ‘Introductory’ part deals very briefly with 
the foundations of Hindu Iconography (which has been treated in 
details in my Hindi work Pratima-vijaana and gets compensated here 
also cf. the part II. ‘The Icons and Iconology—an exposition of 
Pratima-lakganas’). The first part deals with the canons of Icono- 


graphy, systematised under suitable scientific headings bringing not 


only a good deal of new material, but also including some new elements 


for the first time, a reference to which may be seen in the Introductory 
chapter of this part. The second part dwells at length, with the Icons 
and Iconology—the exposition of Pratima-laksanas in as many as 
eight chapters treating all the Indian images—Brahmana (Trimürti, 
etc. Brahma, Vaisnava, Saiva Ganapatya, Devi, the Sun—Adityas, 
Navagrahas—and the Dikpala ones and those pertaining to Yaksas, 
Vidyadharas, Kinnaras, Nagas, Vasus, Pitrs, Rsis and Bhaktas, etc), 
Baudha and Jain, along with the background 
tarian cults as well as their artistic (iconog 
developments. The third part deals with the 


of their Tespective sec- 
Taphic) evolutions and 
pictorial art (and icono- 
hich under Scientific art 
both from the archaeo- 
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I have chosen to treat this subject from the cultural and the litera 
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Prügth works, etc, etc,, bringing quite a good deal of material so far 
remained unworked by my predecessors, under three sections, Pratima- 
vijnana, Pratimá-laksana and Citra-laksana. Thus all these parts really 
represent only two divisions : the first, the exposition, the second, the 
sources. The unique feature of this compilation is its emergence of a 
modern manual on this art in Sanskrit. 


Now, in the last, a very brief indication of the contributions, 
which I can claim, and the new path I have trodden, has to be made for 
the furtherance of the further studies, otherwise it is not very happy 
to sing one’s own hymns of praises. 


Not many a savant have contributed to the real genesis and 
development of this most fascinating branch of Indology—Hindu Science 
of Iconography. The first and foremost honoured place goes to that 
renowned South Indian writer, Sri T. Gopinath Rao, the celebrated 
author of the ‘Elements of Hindu Iconography’ in four volumes (Vols. I 
and II with parts I and II each). Rao’s treatment of the subject, to 
some extent, remained confined to mainly the South Indian images. 
Sri Brindavna Bhauacharya's “Indian Images” a pioneering attempt to 
treat Indian Iconography from the cultural point of view, was in a way 
a complementary to Rao’s work inasmuch as it confined itself to the 
exposition of the North Indian images. A good many other scholars, 
notably Smith, Coomarswamy, Kramrisch, Gangoli, Foucher, Grund- 
wedel, V. & B. T. Bhattacharyas and so many others were also famous 
contributors to this side-branch of [Indian Art. 

The next stage in the exposition of this subject begins from the 
monumental work of Dr. J. N. Banerjea, the PY of Hindu 
Iconography, where marshalling of the material cnet with Cic 
T e data, especially the epigraphic and numismatic one, which EO 
been a long dessederatum was its greatest contribution. The recent studies 


of Sri Sivaramamurit, (cf. monographs like geographical and chronological 
background of Hindu Iconography; Sanskrit Mor and SDE e) 
have added a new angle to the contemporary BC studies in Fn 
An explanation, therefore, is needed how far does this work of mine, 
the self-same subject of Indian Iconography, make an advan = e 
studies of previous scholars? I may, therefore, submit es a i 
humility, the following few facts for the consideration of the wo 
of scholars intrested in this fascinating branch of Indology : 


Being conscious of my limitations, attempting any far पो 
advancement from the historical and archaeological point oi view, 
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(the Sastric) points of view. This is the main, contribution of this | 
work. A detailed treatment on the Foundation of Indian Iconography 
in as many as ten chapters (vide Pratima-Vijnana—Purvapithika) is the 
first systematic attempt to present all the allied topics connected with 
the Deron of Hindu Iconography— The Institution of Worship. 
Some of the topics like the bearing of image-worship on art and 
iconography in India as well as many-sided development of Indian 
icons in relation to the manifold religious sects and sub-sects together 
with the rise of Tirthas both natural like Dhams, Ksetras, Khands, 
Aranyas and the man-made temples under the royal patronage in boih 
the main parts of India—the South and the Noth, are some oí the 
notable introductions to this foundation of Indian lconography. The 
treatment of the rise and development of religious movements like 
Saivism, Vaisnavism, Saktism, Saurism, Ganapatyism, neo-Buddhism 
(Vajrayana etc.) and Jainism and an outline of the iiode of worship, 
the Arcapaddhati, etc. are alsoa new presentation in this study of 
mine. Thus Arca, Arcya, Arcaka, Arca-paddhati, Arcagrha etc. etc. - 
all these topics of the Pürva-pithika of Pratima-vijiana have an 
intimate relationship towards the exposition and the foundation of 
Hindu Iconography. 

The second contribution, which I can claim, is the Systematic 
presentation of the canons of Iconography in which the materials of the 
authoritive compendia like the Samarasigana-Sutradhara and 
Aparajita-praccha have been included for the first time in the modern 
studies on Indian Iconography. Further again, in 
many new topics like the aestheticism, (the Rasa and Rasa 


drstis), 
Installation (Pratistha, Pratima and -Prasada— both 


ritualistic and 


€ author can present to the | 
scholarly world in this realm of Iconography is the Preparation of a | 


. 1 a | 
Systematic anthology of Pratima-lak anas in about ten thousand lines | 
24943 of the different deiues are i 

presented (vide II Khanda with eight parts) but the canons of 


iconography are also included (vide its Į Khanda). The Presentation 


not go without credit, 


The fourth notable contribution of this work is “the equal 


prominence given to the Pictorial art in the 
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graphy. A critical and systematic treatment of the Citraja 
images from the Sastric point of view is the first attempt, and the 
compilation of the Citra-laksana is a pioneering attempt in which all 
the principal literary sources like V. D., S. S., A. P., Ab. C. (Manaso- 
llasa) and S. R. have been fully exhausted under as many as 22 


.headings. Thus the Hindu canons of Painting based on as many as 


five principal and four subsidiary texts is the pioneer attempt systema- 


tised under the principal canons of art—vide Pt. III of this work and 
the separate edition under the title. 


Lastly, though not least in importance, is the cultural background, 
the key-note of this work, which has served as a beacon light in exploring 
the depth of this very vast ocean of Vastu-sastra, which is unfathom- 
able at many places, unaccessible and dark, though full of mysterious 
jems and for the successful crossing of which you need a ship of 
wisdom : 


अप्रज्ञेयं दुरालोक॑ गूढार्थं बहुविस्तरम्‌ 
प्रज्ञापोतं समारूहू य प्राज्ञो वास्तुर्निधि तरेत्‌ ॥ 


Further again, it would not be inappropriate to say that the exposi- 
tion of such a technical science as Iconography alsoin Hindi, the 
national language of India (for the enrichment of which great enter- 
prises as well as big projects are being undertaken by the Provincial and 
Central Governments and the Universities and the University-men 
should also not lag behind) for the first time is itself a landmark in the 
contemporary linguistic and literary national renaissance of our 
independent motherland. 


Now I must remember my gurus. Prof. Iyer had prescribed, for 
my Ph. D. Thesis, Bhoja’s Samarangana-sutradhara, a voluminous 
work dealing practically with all the principal topics of this technical 
branch, the Vastusastra, and that gave me a life's task, first a study of 
this work, now a critical and comparative survey of the whole field of 
this most technical branch of Indology—vide my Bharatiya Vastu-sastra 
series—about a fourtéen-volume-project. I, therefore, express my 
profoundest gratitude to him. For devoting a greater attention (than 
originally planned out) to these iconographical studies, I am specially 
indebted to Prof. C. D. Chatterji, and this has brought for me a first 
distinction in the University of Lucknow—the award of the D. Litt. 
Degree, from the Department of Ancient Indian History and Archaeo- 
logy—vide my Thesis on the subject and the very high opinions on the 
work by illustrious savants of India. like Mahamahopadhyaya Sri 
V. V. Mirasi and Dr. J. N. Banerjea, to both of whom I must express my 
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heart-felt gratitude for their very apt appreciation and future encourage- 
ment. To the latter I owe a special debtof gratitude for the ‘Foreword’ 
of the work. Sri T. Gopinath Rao, Dr. P. K. Acharya, Dr. Bhandarkar, 
Dr. Kane, Dr. J. N. Banerjea, Sri Brindavan Bhattacharya, Sri B. T. 
Bhattacharya and so many other noted indologists who preceded me 
on this (and allied) branch are my real gurus, but for whose monu- 
mental works, this comprehensive survey would not have been possible in 
such a short time. I, therefore, offer my sincerest obligations to them. 
I shall suitably remember my other benefactors in the first volume of 
this work when it sees the light of the day by that Sustaining Grace 
which is the Real Author of These Researches. Before I finish I must 
thank Pt. B. N. Jha, the Vice-Chancellor of Gorakhpur University, for 
his very high appreciation of my work and writing out a short intro- 
duction to my ‘Hindu Canons of Painting’, forming an integral part of 
this complete volume as published separately. 


In the end I take this opportunity to express my heart-felt thank- 
fulnessto Prof. Kali Prasad (Dean, Faculty of Arts, Lucknow University), 
the Hon. Librarian of Lucknow University Tagore Library and his assis- 
tants for a very generous accord of Library facilities without which the 
completion on of this work on my going over to Gorakhpur University 
could not have been possible. 


Buddha-pürnima, 2015 vik (May 1958). D. N. Shukla 


o 


ACKNOWLEDGMENT 


This work Vastusastra Vols. I & II (II being published first) 
being an extended study of my Ph.D. Thesis—*A study of Bhoja's 
Samarangana-Sütradhara Vastusastra, a treatise on the science of 
architecture, sculpture and painting"—is Lucknow University Approved 
Research Work for the publication of which (being singled out as a 
work of outstanding merit) the University Grants Commission has 


given a grant of Rs. 6,000/-, which the author most gratefully 
acknowledge. es 


In this.connection the Uttara Pradesh. Rajya must also be re- 
membred for its subsidies enabling the author to contribute more than 
four volumes in Hindi in his projected plan of 10 to 14 volumes on this 
branch of Indology. 


i 
| 
f 


CC-0. Gurukul Kangri Collection, Haridwar, 


2 = 


o SN 


Chapter Subject Pages 
Introductory 
Foundation of Hindu Iconography- the 
Institution of warship 23-42 
Introductory 24 
I Worship and its antiquity 25-29 
II Image-worship—its development, i. e. 


IH 


Introductory Part I and its subject-matter and the method 


I 


II 
Ill 


IV 


IH Mudra 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CONTENTS 


The Paficayatana, sectarian cults like 

Vai navism, Saivism, etc. and forms 

and modes of worship 30-38 
Bearing of Devapüja on Art and Iconography 39-42 


Part I Canons of Iconography 


etc. 45-48 
Study of Hindu Iconography—the sources : 49-75 
A. Literary sources like Puranas 
Agamas, Tantras and Silpa-sastras 50-71 
B. Sculptural sources 71-75 
Classification of Images in general on different bases 76-80 
Icono-planning and Iconometry in relation to a 
perfect iconography 81-93 
(i) Icono-planning 81-83 
(४) Iconometry 83-92 
(iii) The merits and demerits of the images 92-93 
Iconoplastic Art 94-116 
Different classifications of materials 94-99 
(४) The Clay 99-101 


(४) The Wood 101-108 — E 
(ii) The Stone Bee: 
(iv) The Metals 

(v) Precious stones and Ivory 

(०) Mixed substances and other substances 
(vii) Factors developing this art 
Mudras—Poses and Postures 
Doctrine of Mudras reoriented 
Classification into three broad ns an d their 
significance and role i RAE 


mE RO 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


14 CONTENTS 
(ii) the 12 Samyuta-Hastas (iii) the 21 Nrtta-Hastas 120-21 
Representation inrart: -= swg | 
Abhaya, Varada, Dhyana-yoga, Samadhi, Jnana, Cin, 
Dharamacakra, Katyavalambita or Katisam-hasta, 
Kataka or Simha-karna, Danda or Gaja-hasta, Süci, 
Tarjani etc, and Vismaya, Kayotsarga and Bhisparsa 122-27 
II Poses of the Body—nine attitudes 127-30 
III Postures of the legs—Vaisnavam, Samapadam, 130-32 
'  Vaisakham, Mandalam, Alidham, -Pratyalidham 
along with- Abhanga, Tribhanga and Atibhanga 
IV Mudras (continued) 133-54 
Reoriented doctrine of Mudras taking objects, seats, 
Drapery, and Decorations etc. also as Mudras 133-34 
I... Objects—weapons and implements 134—42 
A. (४) Weapons—25 ayudhas tabulated ; 36 ayudhas of 
- the Aparajita-praccha 135-41 
(2) Implements and other symbols—enumeration and : 
association cee 141-42 
B. Musical instruments (as improvised weapons) 142 
TI. Seats (४) Asana 1493-44 & (i) Vahana- 144-45 
HE TT: Abhüsana—Drapery and Decorations - 145-54 
A. _Costumes—Drapery ideni 146-149 
~- B.. Ornaments of various limbs ; 149-51 
1 ‘ ~ Sodasabkusanas of the Aparajita-praccha 151. 
533 C. Headgear 2. e. Mauli (Manasara) ' * IBI-54 
The ideology under-lying these mudras La 154 
i VIT Iconographical astheticism and the Installation . of 
: the images—Prasada and Pratima * 155-65 
A. Iconographical alstheticism EE 155-157 
B. Installation: (7) Ritualistic: its different varieties, 1 57-58. 
Punah-prati;tha and Jirnoddhara etc. s (9 158-64 
(i) Architectural—sculptural and icoriometrical » 164-65 
Appendix A Z SEE 166-68 
i Part II —Exposition of Pratima-laksanas 
+ Introductory ME 170-71 
appendix to page 24, Pt. IT, Ch. VITI.-D. Buddhas , 172 
I... Trimürti etc. Brahma-pratima-laksana xc 173-88 
iri pow . 172-76 — Caturmürti . . ERGO 176 
FJ... Paücaanürti 176-7 Dvimürti Ty : ` 
3 Brahma © bes ET sus S 
४६72-72: (४) Historical resume— Vedic etc, : किन 
(४) Iconographica] accounts goed 
t+: (lit) Teonological implications , EO 
= ns .. : ५ 184-85 


= CC-0. Gurukul Kangri Collection, Haridwar 
RR :-! 7 


|l Digitized by Arya Samaj Foundation Chennai and eGangotri 


‘CONTENTS A 


(i) ‘Illustrations (a) Independent images 185 (b) Reliefs 186 


MEC RM E m" 


(v). Brahma’s shrine and parivara-devatas - 186-88 
II. Vaisnava-pratima-laksana 189-231 
` Introduction 189-90 History : 
Vedic 190-91 ; Epic and Puranic 191-93; Paficaratric 193-95 1 
Pratima-laksanas—seven-fold icons 4 .. 195 | 
I. The ordinary Visnu-images 195-97 j 
2. ‚Extraordinary forms of Visņu ` i 197-206 I 
Ananta$ayi 197-99 Vasudevas D. & M. 199-203 | 
Trailokya-mohana 203 Visvarups ` 203-4 l 
Vaikuntha; ` 204-5 -Ananta gy 205 | 
.. Yogesvara . AR Laksminarayana: -- 205-6 i 
... 3, Dhruva Beras द |^ . 806-11 i 
; Introduction 206-8 6. Bhogasana | 210 l 
(a) Standing attitude 208-9 7. Virasana - u 
: J, Yagasthünaka 208 8. Abhicarikasana x 
2. Bhogasthānaka 208-9 ; (c) Reclining attitude 210-11 
3. Virasthanaka 209 9: Yogasayana 210 
4. Abhicarikasthanaka ,, 10. Bhogasayana 211 
(b) Sitting attitude 209-10 II. Virasayana 
; 5. Yogasana a) 72. _ Abhicarikasayana 2 
i t Lo Dasavatarag—The Ten Incarnations . Er 211-21 
1 2 M Introduction & TE Act 
'  Defferent lists of Avataras 4 ate 
1. Matsya 214 ^4 Narasimha | 216 
2. Kurma 215 (४) Girija : 216 
3. Varaha sci (ii) Sthanu 216-17 
(i) Nrvaraha 215-16 (wi) Yanaka 
(ii) Yajfia and (iii) Pralaya 216 
OFF Go Vamana and Trivikrama - 


6-8. Three Ramas 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


i6 - CONTENTS 
Purua 224 Vyasa 224 Hayagriva 224-25 : 
Kapila »  Dhanvantari ,, Dharma 225 
Yajia-murti,,  Dattaweya » Varadraja etc. x 
Garuda—art-motif and iconographical ‘description and illustra- 
tions thereof 226-27 
7. Ayudhapurusas 227-29 
Introduction 228 
Sculptural forms, the underlying theology of the ten 
Ayudhas 228-29 
Vaisnavi Dvaravati 229-30 1 
Vaisnava-vividha-pratima- pujana-phalam 230 
Vaisnava-laüchana-rahasyam 230-31 
Visnu-shrine (the Ayatana) 231 
Visnu’s eight Pratitharas 291 
III. Saiva-pratima-laksana 232-86 
General introduction 232-33 
Saivism—its schools, the sects, etc. 233-37 
(2) Agamanta school 234. 1 
2 (ii) The PaSupata and other schools 234-35 | 
(ii) The Aghora cr the milder forms of Saivism—the $ 
Kasmir and the Lingayata 235-37 | | 
$ History of Siva 237-39 
Pre-Vedic—Siva-Pasupati ° 237 
"MAE Vedic—R udra-Siva 237-38 


Epic and Paurinic 238-39 
Linga-worship 239 
Two broad divisions of Saiva icons —Lingas and Rupas 
Lingas 240-48 
240 
ts divisions and sub-divions—niskala, sakala and migra 240 
Shavara and Jahgama 240 
old classification according to substances, 
the; are made of 240-41 
| une different varieties 241 
uvalingas 241-42 The Ganapa 242 
. .. 242 . The Arga क 
cation of liñgas — 242-43 


A 243-44 
The Manusa ligas Es 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CONTENTS 


The different criteria of the classification of Manuga- 


lingas 
Sarvadesika 246 Sarvasama 
Vardhamana 246 Saivadhika, etc. 


Bana-Lingas 

Linga-pithas and kinds of Pithas and Pithanala 
Rupas—anthropomorphic forms 

Introduction and the treatment of the Samarangana 
The different categories of Saiva Icons 

I. Santa, II. Ugra & III. Miscellaneous—the 18 forms 
The 18 lingodbhava rupas 


I Santas: 


I, 
2. 


(i Vyakhyana- 
(iii) Yoga-dak inamürti 265-66 


II. 


Sadharani Murti 

Asadharanis 
Sadasiva 
Mahasadasiva 
Dvadagakala-sampurna Sadasiva 
Pasupata and Rudra-Pasupata 


Saumya and Santa Murtis 

Ardhanarisvara 254-55  Gangadhara 
Kalyana-Sundara 256-57 Vrsavahana 
Candra$sekhara 257 Sukhasana, etc. 


Anugraha martis 
(i) Visnvanugraha 258 (i) Nandisanugraha 
(iii) Vighneśvarānvgraha 259 (iv) Arjunanugraha 
(v) Candesanugraha » (vt) Ravananugraha 
Nrtta Murtis 


Introduction to 108 modes of Siva’s Dance and its 
significance in the words of Dr. A. K. Coomaraswamy 


Nine Nrtta Mürties, Description and illustrations 
Other modes and their representations 
Daksinamiirtis 

Introduction 


Aéanta or Ugra Murtis 


Kamantaka 266-67 Gajasurasamhara 
Kalari-murti 

Tripurantak and its 8 aspects 

Sarabhega 


Brahma-siraschetf-murti 
Bhairava, Svacchanda Bhairava and 64 Bhairavas — 


CC-0. Gurukul Kangri Collection, Hi 


240-282 


daksinamürti 264 (४) J&ana-daksina-mürti 264-55 
Vinádharadaksina- mürti 266 
266-278 


17 


246 
246 
246-47 
247-48 


248-49 
250 
250-51 


251-52 
252-54 
252-53 
253 

99 
253754 
254-58 
255-56 
257 
257-58 
258-60 
258 
259 
259-60 
260-63 


260-62 
262-63 

263 
263-66 
263-64 


267-68 1 
268-69 
269-72 
272-7 


SSS nn 


TII. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


i CONTENTS 


other aspects of Samhara— Virabhadra, jalandhara, 


Mallari Siva, Aghora and Mahakala etc. 276-78 
Kankala and Bhiksatana Murtis 278=79 
Miscellaneous aspects 

Ekadasa Rudras । 279-80 
Vidyesvaras 280 
Murtyastakam 280-81 
[ganadayah Paüca-Murtis 281 
Maheéa or Mahadeva 281-82 
Sivaganas WW tet} Ti f 

Nandi 282-83 Ksetrapala १ 284 
Candesa 283-84 Arya etc = 284-85 
Secrecy of the Saiva-emblems PIA 285-86 
Sivayatanam UN EdEERN g 286 
The asta-pratiharas 5 
Ganapatya-Pratima-laksana - 287-300 
Ganesa र Ae 287-292 
History - 287-89 
Rise of the Sect and its popularity . .^ 289 
Iconography and Icons (16 varieties) : 289-291 
Illustrations (early and early and late medievals) .. 291-92 
Secret.and sacred meaning of Ganesa's attributes —. 292-93 
Senapati Kartikeya (Skanda) Hon id . 293-300 
Introduction : ads 


Early evidence of Skanda's evolutionary iconogra- 
phical, archaeological and literary-traits 


। 293-95 
Iconographical accounts of the three main aspects -` 
and the'associated meaning of other forms 295-96 
1, Kartikeya 296-97 
‘Kumara and Kartikeya Hr 297 
Symbolic significance Deis shies tec!) 297 
2. Skanda (Ut C47 897-98 
3. Subrahmanya—his other 10 aspects - 238-99 
Subrahmanya’s Shrine, his Parivaradevatasand Dvara-) : 
palakas | à i 300 
Devi-Pratima-laksana (Saktism)- 301-324 
Introduction ^ : 301 
Saktism—as Yantricism, Tantricism and Advaitism 301-303 
Its history—pre-historic and historical SOTO 
Devi-cult: (i) Vedic and (H) post-Vedic—Epic 
Pauranic and Philosophic `- Ken ` ०4-30 
Devi-Pratima-laksanam—the Devi Icons >> ८ í p 


CC-0. Gurukul Kangri Collection, Haridwar 


t 


“Her Tintric ritualistic association in the Aparajita- 


laksmi 310-313 
Bhudevi and other Vaishavi Devis |. * ps 313 
S50. eee ` 
' Introduction to her main aspects 313-14 
Mahakal 314-15 Kali and Bhadrakali 315 
: Durga 315-16 Nava-Durgas  .. 316-17 


| Jyestha 


` Saura-Pratima-lakgana—Surya, Adityas, 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CONTENTS 19 
The three main aspects ४22 - 305-6 
Sarasvati कत 306-308 


prachha ü s ह 306 
Her early accounts— Vedic, etc. . 3०6-7 
Her iconography and illustrations 307-8 
Lak smi Ei 308-13 
Introduction to her different aspects ETS, 308 


Numerousness of archaeological (Numismatic and 


Glyptic) data providing for her historical evolution - 308-9 
Literary data—Vedic and post-Vedic, and coordination 
between representations and literary descriptions 309-310 


Iconographical accounts and illustrations thereof of 
(i) Mah@laksmi, (i) Laksmi, and (iii) Sri or Gaja- 


(Agamic, Pauranic and Aparijitic tabulation & Nava- 
durga iconology and its iconographical representa- - 


tions) Q 316-17 es 
Mahisasura-mardini and Katyayani—iconography & à Tz 
illustrations Kir jS Jg 7-18 
Kausiki—Samarangana’s contribution e 318-19 
Candika and her aspects and her asta-pratiharas PS 319 
Gauri—manifold aspects - : - 319-20 

(i) Dvadasa-murtis 2 Tiki RESO DI 


(ii) Patica-lallya-murts 
Gauri-shrine and her asta-dvarapalikas 
Other Saivi aspects of Devi—a commentary 


Matrkas—sapta or asta 


Saivi Devis (tabulated) 


nit 


Dikpalas and Asvins 
Surya and Adityas—introductory 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


20 coNTENÍS 
Navagrahas 329-30 | 
Sürya-pratima-Laksana 330-331 
(2) Northern tradition 330-331 

(ii) Southern tradition 331 

Illustrations (general) 331=33 

5 types (earlier, early and medieveal 

Southern and Northern types compared 333 

Dvadasadityas illustrated 333-34 

Revanta 334 

Naragraha-illustrations T 

Iconogy behind the Sun and Navagraha images 331-35 

(Surya and Visnu compared) 55 

Saura-ayatana—the sun-shrine 335 

Saura-pratiharas 335-36 | 

Dikpalas—introductory 336 

History—Vedic, Buddhist and Jain 336-37 | 

Dikpalas tabulated 337 | 

o 337-38 । 
^ Agni 330-39 

Yama 339 

Nn 339-40 

Varuna 340 

Vayu E 

Kubera x 340-41 

The Asvins 341 


VII Other miscellaneous images—Yaksa-Vidyadhara- 
Vasu-Marudgana-Pitrgana—Munigana (Rsis) and 
Bhaktas etc 342-55 
The demi-gods and demons—tabulation and the S. S.'s 

342-43 
343-45 
345747 


93 
347-49 
349-50 
350-51 
351 


on the concretised 


vara, Vedas, Sastras, Dharma, mm 


LEES 


३-४ 


Digitized by Arya Samaj Foundation Chennai aac eGangotri 

72.6.24 
>7_9)/ 
ESC PL 


CONTENTS 


Vairagya, Vyoman and Aiduka 


N. B.—The paging of the VIII Chapter is afresh as it was a later 
addition. V. B. Sections I & B. may be taken as B. & C. 


VIII Jain and Buddhist Iconography 
Section B. Jain Images 
Foundation of Jain Iconography 
Antiquity of image-worship among the Jainas 
'The Arca of the Jains 
The Arcyas of the Jains—the gods and goddesses, two 
classifications 
Origin of Jain images 
Places of Jain pilgrimage 
I. Tirthankaras 
Characteristics of Jain images 
Jina-iconography 
24 Tirthankaras with their lanchanas etc. (tabulation) 
Evolution of the Jina-icons 
Jain Quadruple 
Yaksas and Yaksinis (tabulated with vahanas) 
The 16 Sruta-devis or Vidya-devis 
Dikpalas 
Other miscellaneous images 
(2) Harinegmesa (ii) Ksetrapala: 
(iii) Ganesa, Laksmi, Santidevi and 64 Yoginis 
Illustrations 
Section C. Buddhist Iconography 
Religious and philosophical background 
Buddhist Pantheon—rise and development 
Buddha images in general—introduction 
Pauranic accounts i 


- Iconographical 
Vajrayana Buddhist images 


ge % 


14. categories 
1. (a) (४) Dhyani (Divine) Buddhas 
(ii) Divine Buddha-Saktis 
(iii) Divine Bodhi-sattvas 
(b) Mortal Buddhas 
(c) Maitreya, the Future Buddha 
2. Manjuéri and his 14 forms ; 
3. Avalokitegvara and 15 principal forms pam 
4. Emanations of Amitabha 
1 85. Emanations of Aksobhya 


S 

3 
Q 
T 


E 


355 


1-38 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


42 CONTENTS 

6. Emanations of Vairocana 3o 
7. Emanations Amoghasiddhi 30 
8. Emanations of Ratnasambhava 30-31 
9. Emanations of the Five Dhyani Buddhas 91-92 
Io. Emanations of the Four D. Buddhas ५2 
i1. Emanations Vajrasattva 32 
12. Paficaraksa-mandala 32 
1g. Taras 99 
14. Independent deites (i) Gods and (7) Goddesses 33-34 

Secret Iconology— Vajrayana-view of the Vajrayana- 
Buddhist Images 34-35 
A peep into the Buddhist Art 35-37 
Stüpas 35 
Trigaranas - 36 
Gandhara Art 36 
The Mathura school of Sculpture 36 

Famous monasteries—Odantapuri, Nalanda & Vikra- 
ma-sila 36-37 
Cave temples, Ajanta, Ellora etc. 37 
Bengal school of Sculpture 37 
Nepal and Tibet 37 
Illustration—centre-wise 37-38 
Appendix A—Pt. I p. 86 & g2—continued è . 356-8 

/ Part III 


CANONS OF PAINTING 


With an outline history of Indian Painting, Archaeological 
and Literary 359-500 


N. B.—“Contents” on page 361 may be deemed redundant—they 


apply to the first edition of the grd part separately published under 
“Hindu Canons of Painting") 


Introductory 


362-64 

I The Principal Texts on the canons of painting—the 
Gitrasastra 365-76 

The five principal and four subsidiary texts besides 
ther ref‘ 365-66 


366-68 N. B.—Subsidiaries 
ngana-sutradhara 368-70 | being— Citralaksana 
370-71 | of Nagnajit, Sivata- 
tratha-cintamani or > ttava-ratnakara, 
371-72 Sarasvata-citra-ka- 
373-74 | rma-$astra and 
) Narada-silpa 374-70 
7 r 


& OM 5s: ¢ ^ b 

CONTENTS 22 (a) 

IIT Ter constituents and types 385-89 
Elements 385 
Constituents 385 
„Types: 385-89 

Various classifications:— 

(i) Satya 385 (i) Viddha 386 (i) Rasacitra 387 
(ii) Vainika 385-86 (ii) Aviddha » (ii) Dhulicitra ,, 
(iii) Nagara 386 (iii) Bhava 387 (iii) Citra % 
(iv) Misra » (iv) Rasa 5 

(v) Dhuli 9 Dr. Raghavan's 
observations 387-89 
IV 'The Vartika and the Canvas 390-96 
Vartika 390-91 
Different Backgrounds.— Kudya-bhtmibandhana, 
patta-bhumibandhana and Pata-bhumibandhana 391-92 

I. The Mural backgrounds 392-94 
2. The Board Canvas 304 
3. The Cloth Canvas 394-95 

Abb. Cs technique on the topic 395-96 
V The Andaka.measurements and Proportionate mea 
surements -397—406 
Introduction 397 
The S. S.’s prescriptions 
A. Andaka-Pramana 398-99 
B. Kaya-Pramana 399 
C. Different forms i. e. Rüpas 399-400 
The V.D.’s prescriptions 400-403 
The Minasollasa’s Pictorial Iconometry 403-406 
VI Plasters and Ointments 407-410 
Introduction , ; 407-3 
The Brick plaster and Clay plaster 408-9 
Ointment— Mrttikabandhana & Sudhabandhana 409-10 
VII Colours and Brushes, shades and other delineation 411-420 4 
Colours 411-18 5 
Primary colours 412 
Secondary colours 412-14 


(i) Sudha Gi) Sindüra, (iii) Hingula (iv) Nila (v) Haritala 414-15 
Use of gold and other metals (Patra-vinyasa and Rasakriya) 415-18 


The five types 
Vartana, the delineations 


VIII. 
IX 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


Golour substances: 
Brushes 


How to paint—Conventions in Painting 
N. B. See the chapter for details—they are too numero 
Painting and Aesthetics 

Introductory 

A. Eleven Rasas 

B. Eighteen Rasadratis 

Commentary ie 
The art of painting is based on the art o. 


Aspects of Poetry in terms of pi 
The application o 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CONTENTS 


22°(b) P र 
Patras 438-40 
Kantakas SE 
e Styles AAS 42 
-XI'^. Painting & Painter : : TEk - 443-47 
Characteristics of Indian painting with a-critical and 
comparative estimation with the Western Canons 442-45 
Painter—his qualifications bu 
Painters of India : 446-47 
(Here end the Canons, we now go to their represen- 
Š tation in the monuments) 
XII An outline History of Indian Painting 448-92 
i Introductory 448-50 
Section A. Archaeological evidence of early records of 
Painting in India 448-74 
A. Pre-Christian (1) Prehistoric 450-451 
(2) Historic 451 
B. Post-Christian—Introduction to Buddhist, Hindu, ‘and 
Mohammedan 451753 
ae Buddhist period—Ajanta, Sigiriya, & Bagh paintings 453-66 
anta 
र (i) Situation 454 Cave IX 456-57 : 
(ii) Groups and Pds, 454-55 > e ; 457 j 
(iii) Themes 455 Sacr x | 
Cave I 35 oy W/L 5 3 
Cave II 455-56 » XVII 457-59 - 
Cave VI 456 » XXI 459 
Cave VII $ त XONNI a 
(iv) Patronage Menen Fi 459-60 
र (v) Materials & Technique 460-62 
Adherance to the Art Canons and a general estimation 462-65 
त) TN. e 465 
|. Bag = 
Hindu Period CS 
Introduction 466-67 
Rajput Paintings 467-69 
ir Character & Characteristics of Rajput Paintings 469-71 
द Mughal Paintings 7 471-73 
g. i Introductory 471 
+ Mughal Miniatures - 471-72 
Portraiture under the Mughals 472-73 
Mn Rs 473-74 
Section B. Literary evidence of Early i Aw Aya 
< (i) Vedic Mire f. कई RRC Paintings 414792 
(ii) Pali Buddhist Canonical literature. ; m 


iii) Epics (iv) Puranas and (v) Silpaŝāstras 
Kavya 


fe 


Introduct 


E 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CONTENTS 22 (c) 
Methods of painting on various surfaces 483-85 
Colours—primary and their varieties 485-86 
_ Varieties of mixed colours 486-87 
Sriharsa 487-90 
Letter-painting 487 
Types of Pictures 487-88 
Process and colours 488 
Anatomy-face, nose, chin, ear, eyes, neck, hair 
nitamba, gulfa, heel, fingers, etc., etc. 488-90 
other poets —Bhavabhuti, Harsadeva, Dandi, Magha, 
Rajasekhara, Dhanapala, Somesvarasuri etc. 490-92 
Book Illustrations 492 . ` 
Appendix A Quotations from Kavyas 1-8 
Part IV 


Pratima laksana & Citra-laksana 


(i) Pratima-Vijüane 1-67 
(ii) Pratima-Laksane 68-293 
(iii) Citra-laksame 294-332 


N. B. The detailed contents in Sanskrit may be seen 
on pages 1-8 of the Pratima-laksana. 


OMISSION 


. The author craves the patience of his readers for the III Volume | 
completing this survey of this subject in English which will be entirely - 


devoted to the illustrations of not only the images and paintings but | 
| also to those pertaining to the subject-matter of the Volum I Hindu . 


Canons of Architecture (Science of Engineering, Town-planning, Build- 
ing-houses—residential ones, royal palaces and the abodes of gods, 


the temples etc.). Hence this omission may be forgiven. Index may be 
. deemed compensated with the: exhaustive contents. 
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INTRODUCTORY 


It has already been remarked that any study of Iconography in 
India must say something about the purpose of Iconography. We 
know that the vast varieties of icons as found in the different parts of 
this land of ours were the objects of worship, hence something about 
worship, its antiquity, origin and development tcgether with the 

different forms and different modes has to be dealt with in order to 
form a complete picture. Again we know that this institution of wor- 
ship had undergone different transformations with the predominence 
ofthe different cults in India. In those days of Vedas and Vedangs 
in the sacrificial cult, the worship centred round the sacrificial altar 
and it had become such a mighty institution that the gods, to whom 
the offerings were made, were made subordinate to the Yajüa—the 
supreme power in the hands of the Aryans of those days. Yajija, itself 
became the supreme deity—Yajia-Narayana. Later on, in the days of 
the Upanisads and Aranyakas, the centre of a ttention from an external 
deity shifted to the internal Atman—a manifestation of the all-pervading 
Paramatman, the Supreme Soul. 
Again with the rise of Buddhism and Jainism, the heterodox religious 
movements in India, antagonistic to this sacrificial cult, made a pro- 
` pound, change in the minds of people and they propagated a new way of 
religion, a new gospel of God and godliness. To undo what the 
Buddhism had done, the: rise of a Brahmanic religion—a neo-religious 
movement in the shape of Pauranic dharma, so powerful and so vigorous 
that the erection of temples and the installations of the deities in them 
found the greatest impetus. It is here that the image-making art 


found a natural atmosphere for development. 


Naturally, therefore, a bird's .eye-view on the different religious 
systems advocating the different modes of worship in their different 
cults is a necessity for a fuller presentation of the subject-matter in hand, 
This is only a bare indication of the Pürva-Pithika of the Pratima- 
vijaana (the Hindi work) duly incorporated here in this .work as well— 
cf. Pts. Introductory and II of this study. It is the foundation stone on 
which the edifice of icons is to be built. 

N. B.—This theme of ‘Foundations of Iconography? has been 
treated in exhaustive details in my Hindi work ‘Pratima-vijiana’ and 
here in this work only a bare outline is given; nevertheless it has been 
compensated to some extent in Pt. II—the Exposition of Pratima- 
laksanas so far as the evolution of the cult as associated with a particular 
deity is concerned, i 
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CHAPTER I 
WORSHIP AND ITS ANTIQUITY 


As mentioned in the introduction to this subject, that an exposition 
of Iconography must have two angles of investigation—image-making 
as an art and image-worship as an institution. The former pre- 
supposes the latter, rather the former is an outcome of the latter. The 
word Icon derived from Greek word Eikon signifies an object of worship, 
It is associated with the rituals relating to the cults of different 
divinities. Similarly the word Image derived from old French and 
Latin Imago has got the basic connotation of ‘likeness’, This latter 
word has got a parallel in such Sanskrit words as Pratikrti, Pratima, 
Bimba, etc. But the denotation of these words was not restricted to the 
images of divinities alone. The word ‘Pratima’ in the Pratima-Nataka 
of Bhasa denotes the statues of the departed royalties. In Mahabharata 
(Striparva), similarly the word Pratima (cf. Ayasi Pratima of Bhima) 
denotes the figure ofa person. But here in this treatment the word 
Image or Pratima is restricted to the figures of the divinities—the gods 
and goddesses together with their accessories Yaksas, Gandharvas, Pisacas 
etc. Itis from this limitéd or technical denotation and connotation of 
the word Pratima, Pratikrti, Bimba etc. that in a systematic investigation 
into the sculptural traditions behind them, they must presuppose a 
cultural tradition before them. 


The story of human civilisation is the story of man's mode of living, 
dressing, eating and thinking. Man as a rational animal has been 
thinking of himself, his Creator, his guardians and his benefactors. 
Cosmologicaly and mythologically (cf. ‘Sahadevadhikara’ the S. S. 
Chap. VI) man has never forgotten that he was once one with gods—the 
perfect beings. Humanity in its perfection is nothing but another 
name ofgod-hood or godliness. Unavoidable separation of mankind 
from gods gave an impetus for the cultivation and dedication of a life fit 
for the attainment of union with them. This has been the fundamental 
craving of humanity that was responsible in giving rise to süch 
lofty doctrine as Atman Doctrine or the Doctrine of Brahma-realisation, 
the attainment of true Knowledge, the realisation of the ultimate Reality 
etc. of the Upnisads. What do all these things mean? They mean 
only one thing—that man was once separated from his ‘self’, the 
‘higher self, wants to unite with it. His quest has been on, 
from times. immemorial. The different institutions of ritual and — 
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religion, the worship and homage, yogic practices and penances—all 
have one aim—to propitiate the gods whose anger has brought mankind 
to such a miserable state. ‘They are forsaken and deserted as it were, 
and now want to know the path leading to immortality, which is all 
blissful and where there is no pain and no misery, no death and no birth. 
The great Religions of the past, the great Teachers of the past, the great 
Scriptures of the past, have all taught one thing—the Dedication of the 
life to some higher end, free from the petty cares of paltry life, the 
life of godliness, the life of devotional fervour and the life of spiritual 
realisation. But frailas men are—how can such high and lofty principles 
of advanced metaphysics and philosophy be translated into life, woven 
4nto the texture of living? After all, all are not learned, all are not 
expected to possess the same intellectual acumen, the same discipline 
of mind and spirit. The Atman doctrine, and the doctrine of Brahma- 
realisation may be true to the learned, what about the ignorant?, the 
mass of humanity, whose only knowledge is the knowledge of eating, 
drinking and covering their bodies. How to cover their souls?—that was 
the problem and has been the problem. On this, the ancient seers, the 
leaders of men and thought, not only in India but also elsewhere have 
pondered over and have given a code of conduct, best suited to this mass 
of humanity. This code was the code of worship. The forms and modes 
of worship have differed in different times and climes; but the 
fundamental inspiration has been the same, ^ 


To put it in one word —worship as an institution is as old as the 
civilisation of man itself. It was a life-companion throughout the ages. 


was of a very hoary antiquity. 


The objects of worship or the symbols of worship have been 

different in different periods of human civilisation. In India, however, f 
the objects of worship other than gods and goddesses are fairly well 

known and of a very long tradition and even today they are woven 
into our daily religious life, Even today we pay our homage to certain 
trees and deem them as sacred. The Asvattha, the Nimba, the Nyagrodha, 
the Bilva, the Amalaka are sacred trees and we pay our homage to them 
some way or other, according to their days in Hindu Calendar. This 
is tree-worship. The worship of rivers is very common in India. The 
tiver Ganga is the sacred-most. The Holy Ganga—a very bath in it, is a 
sanctity. Before taking a plunge in it, we first pay our homage to it. 
Every significant family event or social event such as Yajiiopavita or 
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marriage or birth of a child, requires Ganga-puja. Similarly other 
rivers too are our objects of veneration. Every devout Hindu in his 
daily bath remembers these rivers (cf. the couplet Gange ca, Yamune caiva, 
etc, etc....). Many a mountain has been our object of worship from 
times immemorial. Jt is mountains from where we have derived the 
worship of Salagramas and Bana-lingas, later on, deemed representatives 
of Visnu and Siva respectively. Animal-worship, the worship of cow, 
Bird-worship (cf. Garuda etc.) are also of hoary antiquity. 


The sum and substance of this symbolism in worship is the 
fundamental fact of being grateful to an object which some way or the 
other has been conducive to the well-being of human life and its primary 
necessities. Man hasalways found in Nature, his protector and the greatest 
benefactor. The trees, the rivers, the mountains, the sun, the moon, 
the stars and animals like cow, etc. have all been the benefactors 
and protectors of man and hence objects of veneration and worship. 
The hymns of the Rg-veda are the earliest testimony of paying homage 
to the natural objects. 


Now granted that worship as an institution has been the very 
breath of man from the very birth of civilisation, the question which 
agitates the mind of men these daysis: At what period of history in 
India did the worship of the images of gods and goddesses arise? This 
is the subject of inquiry and investigation of the present chapter. 


We have already seen the all embracing principle of life—the 
communion with Nature. This formed the first religion of man in India. 
The religious life of the early Vedic Aryans, naturally therefore, revolved. 
round the glorification of the natural! objects—typified as gods and 
goddesses and their glorification in prayer and oblations was its out: 
come. Their anthropomorphism formed the, basis of Iconology which 
in its return gave rise to Iconography. Hence Iconography presupposes 
Iconology—description of the vedic gods and goddesses as having hands, 
feet, arms, dress, chariots, vehicles cannot be regarded as mere poetic 
imageries, They may be viewed as the material images of the divinities, 
Therefore, they may be considered as the progenitors of the images'as 
described in the early Puranas, Agamas and the Silp-sastras. 


In India the cultural chain is never broken. The cardinal truths 
oflife and: conduct as incorporated in the Vedas in their characteristic 
style and symbolism also handed down in the Puranas, though’ the 


outward appearance seemed different. The Vedic representations : of 
gods were also the Pauranic representations of gods. In the times of 
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the Vedas and the Vedangas, the mode of worship was mostly charac-. 


teristic of individual worship—a daily performance centring round the 
Fire, the Agnihotra etc., among the high class Aryans. Thus even d the 
prayer-worship of the Vedas as well as the ritualistic worship of 
the Brahmanas and the Sütras, prominent element was the gods to whom 
offerings were made, and rewards desired. Worship, through. the agency 
of prayer or ritual, was confined to the higher strata of society. What 
about the masses? In the aboriginal form, the worship may be having 
any symbolism of a tree or a river, a mountain-slab or the mountain 
itself, a bird or an animal, but later on, there was an admixture of the 
peoples, Aryans and non-Aryans, something was taken and something 
was given. This is always the case in the history of cultural life of 
mankind. No culture is isolated, or pure; all are composite cultures 
and admixtures of one another. Hence to my mind in the early Vedic 
age, image worship 1. e. the worship of gods in images, could not have 
been prevalent—here I agree with other scholars. But as time passed 
and Aryans and non-Aryans—aboriginals, abandnoing their rivalry 
and animosity became united in more than one Ways, religious 
life of the then India branched off in two equally powerful channels—the 
ritualism of the upper class and the popular religion, characteristic of 
image-worship, ofthe masses. Thus Image-worship formed the very pivot 
ofthe popular religion in India. If we accept this synthetic cultural 
truth, we need not worry ourselves with acadernic discussions and 
scholarly controversies centring round the topic of the antiquity of 
Image-worship in India. I have purposely avoided entering into this 
controversy. From the dawn of civilisation, the Dvandva has been the 
fündamental factor of evolution of the world and the humanity at large. 
The mythological accounts of Devas and Asuras, the historical accounts 
of Aryans and non-Aryans, the philosophical accounts of Saguna and 
Nirguna, geneological accounts of Rajas and Prajas, to mention a few 
of these, show that there could not have been one universal code of life 
and conduct. Naturally, therefore, this image- worship must have been 
Et s running parallel even in such remote ages as the times of Vedas them- 
È selves or prior to them, E evident from the finds at Mohenjo-daro. 
and other ancient sites. This latter surmise has very ably been brought- 
out-by the eminent indologists like Marshall (vide his ‘Mohenjo-daro & - 
Indus. Valley Civilisation’) and others. Moreover, we should not forget. 
that the costly paraphernalia of a Vedic ritual, as advocated by the 
Brahmanas and Sutra works, and the high religion of the 
revolving round the Atman and Parmatman, the Absolute, the 
could not have been a practical acceptance of the masses. The highly’ 
idealistic d pantheistic conceptions could not have become of easy - 
शिष्य and practical adoption by the man in the street; the’ 


Upanisads 
Brahman, 
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ignorant, the Ajñas (cf. quotation a head). Hence image-worship, in my 
opinion, was a grand religious and philosophical solution of the difficulty 
of conceiving a limitless Absolute from the practical point of view and 
the conveniences thereof. A reconciliation of Vedantic or idealistic 
philosophy of the Upnisads with the image-worship, representing 


polytheism, has been strikingly effected in the National Religion of this 
ancient country. 


N. B.—As already hinted at, in the introductory Chapter of this part, this topic has 
been dwelt at length in the writer’s Pratima-vijnana, from all the three angles 
namely from the fundamental basis of cultural inter-mixture (already. expounded 
above), the literary sources and historical interpretations from the archaeological data— 
the Monumental, the Epigraphic & the Numismatic. Those interested in the latter two, 
are referred to, to read the Pratima-Vijnana. Dr. J. N. Bannerjea’s masterly disserta- 
tion in marshalling the material connected with archaeological data (vide Development 
of H. X. Chapters II to V) is also referred to, for reference. 
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CHAPTER II 
IMAGE.WORSHIP—ITS DEVELOPMENT 


Image-worship—its forms and modes as wellas its development in 
relation to the different and divergent religious trends and beliefs, form 
the subject-matter of the present chapter. 


Before the rise of Buddhism or more correctly before the Christian 
Era, the image-worship, the pivot of popular religion, had attained the 
status of a national religion of Hindus. The dictum “Ajaanam 
Bhavanarthaya pratima parikalptia" no more held good. Pratima as an: 
aid to higher meditation and contemplation was fully accepted even 
among the yogis and jaanis. Pataüjali's Yoganusasanam is a testimony 
to this fact. We know that every institution in India for its codification 
and universal acceptance must have a philosophical background and a 
mythology in order thatit could have a popular appeal among both 
the classes of men, high and low. 


During the rise of Buddhism and Jainism, a great set-back was 
experienced, rather a terrible blow was felt, by the adherents of Vedic 
religion. Not only the common run of men andowomen, even the kings 
and princes, nobles, merchants, commanders and craftsmen all alike 
had their leanings to the New Dharma-chakra of Bhagvan Buddha. 
The vedic religion with its great super-structure of sacrificial cult, the 
high and abtruse Upnisadic doctrines of Yoga, meditation and contem- 
plation etc. also could not have been within the easy reach of 
ordinary people—the common people with limited knowledge. 
Naturally, therefore, a revolt was unavoidable. It was a critical 
juncture in the religious history of India. It is at these moments that 
men’s minds become alert, hearts are searched, the soul re-discovered. ; | 
A sense of Pseudo-greatness was prevailing as an outcome of the Aryan 
supremacy in India among the custodians of the Vedic Dharma. This 
revolt from the Buddhism and Jainism together with a natural internal 
revolt from their own kith and kin, the seers of Upnisads, the great 
teachers of the Upnisadic lore, denouncing the cult of sacrifice and 4 
teaching the Atman doctrine and focussing their attention more on the 
sa, than non-self, simply opened their eyes and gave an extraordinary 


mpetus to a new orientation of Vedic Dharma. The old Testament 
was to be remodelled, reformed, reorientated. to satisfy the urge of the 


time-and-was made a popular vehicle of faith in the worlds above. It was 
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atthissupreme hour of crisis that a Vyasa was wanted. - If a Buddha 
could give a new religion—a religion of middle-path to the world, a 
Vyasa also could do something to save the old tradition. 


Badarayana Veda-Vyasa rose to his height of intellectual, mental 
and spiritual power and put all the Vedic lore in a popular language for 
ready acceptance of the masses. The Puranas were written. The 
Avatar-vada, the main theme of the Puranas was promulgated. The 
Triad,—Brahma, Visnu and Maheia were glorified as great gods. By 
accepting Buddha as an incarnation of Visnu Himself, the Puranas, this 
way, as it were, completely devoured the hetrodox Buddhism from the land 
of its inception. This catholocity gave a death-blow to Buddhism. 
Pauranic Dharma was a land-mark in the character of worship also. 
From individualistic sacrificial performances, the congregation at 
Tirthas was a collective worship among the Hindus. The rise of 
Tirthas, the construction of the Temples and the installation of Images 
therein, were some of the broad features of this New Testament. 
Though the main theme of the Puranas was the glorification of the 
Hindu Trinity—Brahma, Visnu and Mahesa, the great god Visnu 
however, captured the imagination most. ‘The religion of Puranas 
gave rise to a principal cult of Vaisnavism. What Puranas did mainly 
on this part of India—the North—the Uttarapatha, the Aryavarta 
proper, the Agmas did for the glorification of the god Siva and thus the 
South became the strofighold of Saivism, And the Sakti-worship—the 
greatest living cult in India got its codification from the Tantras. Thus 
these three branches of religious literature, the Puranas and Agamas and 
Tantras, gave rise to the three powerful sects of Vaisnavism, Saivism and 
Saktism, They had their philosophy, their metaphysics, their mythology 
and ritual too. It was from these fountain-heads that image-worship 
as an institution of religion and the image-making as an art got the 
encouragement for their development. 


: | The image-worship got such a stronghold in the minds of men that 
even the gréat philosophers and monist-yogis and sanyasis too took to 
it, Side by side, with religious advancement, the philosophicai advance- 
ment did not lag behind. The rise of six Systems was pre-Christian and 
their development must: lave ~ been synchronous with the rise of 
religious movements. But it is interesting to know that no ancient 

| system of philosophy in India is known to have ever pronounced 

Iconolatory as unphilosophical. Philosophers among co-religionists o 

India, strongly advocated this system. Even the hetrodox Mahayanis, 

the pioneers of introducing philosophy into Buddhism, encouraged image- 

worship. Snkaracharya, the great monist that India could ‘produce, 
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was an image-worshipper himself. I have already TEGS that ge 
Upasana, or the practical side of Hindu religion, has necessitated this 
form of image-worship- from time immemorial. We know the Nirguna 
Brahma, the Absolute beyond all subject and object cannot be easily 
an‘object of worship... Hence the Saguna Brahma was an outcome 
through this agency of Upasana, mental operation concerning Brahma 
with attributes : 


: 'सगुण-ब्रह्म-विषयक-मानस-व्यापार उपासनम्‌ (—I. I. p. xvii) 
. The following lines of Ramopanisad also set this idea :— 


चिन्मयस्याद्वितीयस्य निष्कलस्याशरीरिणः । 
. उपासकानां कार्यार्थे ब्रह्मणो रूपकल्पना ॥ 


^. "Thus the image-worship embraced practically all strata of society 
without any reservation.and it developed to its fullest stature to envelop 
the whole religious life of the people from birth to death. The Ganapati- 
püjana,the Sakti-pujana, the offerings to the nine planets—Navagrahas 
anda visit to the temple of the Ista-Devata these are all a matter of routine 
in ‘any rite or performance, social, religious or otherwise. Hence this 
powerful sway, it exercised in the life of the people in India, is nota 
matter of dispute. 

= > 

. .With this generalisation we are now better fitted to understand the 
forms and modes of worship as a consequence of the great development, 
the image-worship, had. attained in the religious life of India. All the 
leading sects—the Váisnavism, the Saivism, and the Saktism had their 
different codes of worship and not one but many volumes are needed to 
describe this great institution of Püjipaddhati. As the Sutra-works 
codified the institution of Sacrifice, the ritual of image-worship gave 
rise to many learned Paddhatis. Here I shall be content to speak of 
those popular forms which were universal in character. 


cults could never become the universal code of conduct 
worship. 


— V — —— 


'The sectarian 
in relation to 


THE PANCAYATANA 


The five principal gods formed the nucleus ofthe image-worship in 
This is called Paücayatana. It was in vogue in the time of the 
t Sankara. The Pancayatana-gods are :— 


His different or ten Avataras, 


manifold forms. ~- - ` - 
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3. Durga and the various Sakti-forms. 
4. Ganesa& 
5. Surya. 


The Smrti-mukta-phala corroborates this institution and says :— 


आदित्यमम्बिकां विष्णुं गणनाथं महेश्वरम्‌ | 
पञ्चयज्ञपरो नित्यं गृहस्थः पञ्च पूजयेत्‌ ॥ 


It is also a fact that all these gods could not have equal homage 
from every one. Some one of them became a focus of greater attention 
and naturally it gave rise to sectarianism, centering round a particular 
deity like Visnu or Siva, Durga or Ganesa. Dr. Bhandarkar has brought 
out a learned exposition of all these religious sects in his eminent work 
cf. 'Vaisnavism, Saivism and minor religious systems’, But even when 
a particular god is deemed supreme in a particular sect, this institution 
of Paticayatana can be moulded in accordance with the five principal 
deities into five Paficiyatanas. Dr. Kane in his History of Dharma-Sastra 
has given the following chart of all the possible five Panciyatanas:-- 


EAST 
Visnu Siva Surya Devi Ganesa 
Pancayatana Pancayatana Pancayatana Pancayatana Pancayatana 


e 
sankara  Ganesa Visnu Surya Sankara Ganesa Visnu Sankara Visnu Ganesa 


2 3 2) 3 2 3 2 3 2 3 
Visnu Sankara Surya Devi Ganesa 
I I I I I 
Devi Surya Devi Ganesa Devi Visnu Surya Ganesa Devi Surya 
5 4 5 4 5 4 5 4 5 4 
WEST 


VISNU-PUJA OR VAISNAVISM 


The God Visnu in order to save world from the abyss of Adharma 
and to uphold the integrity of Dharma has assumed ten principal 
incarnations (cf. Bhagvad-Gita—Yada yada hi dharmasya etc........). 
The Dasavatiras of Visnu are: Matsya, kürma, Varaha, Nrsimgha, 
Vamana, Parasurama, Rama, Krsna, Buddha and Kalki. Again the 
rise and development of Vaisnavism gave rise to so many further mani- nc 
festations of Visnu, a detailed notice of which has been taken aheadin č 


m4 


connection with Vaisnava Images. - oo astitit 


Vaisnavism as a religious cult was Ekantika Dharma or th: c 
ofa single-minded loveand devotion to One. In its background s od 
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It soon assumed a sectarian form and was called 


the Bhagavad-gita. ; 
nin which some ofthe teachings of 


the Pancaratra or Bhagavata religio 
the Upnisads and a few general doctrines of two kinds of philosophy, 


the Samkhya and Yoga were also embodied. 


It may be noted here that this cult of Vaisnavism had exercised a 
powerful sway over the minds of people right from the 5th Gentury B. C. 
to the 17th Century A.D., through a great line of Vaisnava teachers, 
philosophers and saints, among whom, names of Ramanuja, Madhava or 
Anandatirtha, Nimbarka, Ramananda, Kabira, Tulsidasa, Vallabha, 
Caitanya Namadeo and Tukarama are a popular knowledge. All these 
teachers taught Vaisnavism in their respective ways and formulated 
their own systems. “The points of contact between these various 
Vaisnava systems are that their spiritual elements are essentially derived 
from the Bhagavad-gita, that Vasudeva as the name ofthe Supreme 
Being stands in the background ofall, and that spiritual monism and 
world-illusion are denounced by them equally. The differences arise 
from the varied importance that they attach to different spiritual 
doctrines; the prominence that they give to one or other of the three 
elements that were mingled with Vasudevism; the meta-physical theory 
that they set up ; and the ceremonial which they impose upon their 
followers. The Bhagvadgita was supplanted in later times by the 
Pancaratra Samhitas and the Puranas such as the Visnu and the 
Bhagavata and other later works of that description. These occasionally 
elucidated some of the essential doctrines, laid down the ceremonial and 
brought together a vast mass of legendary matter to magnify the impor- 
tance of their special teachings and render them: attractive" Dr. 
Bhandarkar Vaisnavism etc. p. 101. 


iex 


| N.B. For fuller details the reader is referred to read writer's Pratima-Vijnana, 
| where in the outline history of Vaisnavism, some innovations have been put forward 

$4 for the first time in the estimation of this great and powerful religious upsurge affecting 
E and ennobling the life and deeds of millions of people in India. 


SIVA-PUJA OR SAIVISM 


rr Se aoe ee 


Ju No Deva-puj& isso old and so famous in India as that of Siva. 
Historically itis asold as the Indus Valley Civilisation. It has undergone 
"different modifications and manifold adaptations in the different times 
E and climes in the different sectarian sects of Saivism itself. The Agamas 
and Tantras made the Siva-püjá a very complicated scheme. 


RO ai= i a i 
4 d ES i point of view of iconographical interest, as we 
all sec, 1s of two kinds—one is symbolic—the phallus as an emblem 1. ¢ 
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the Linga-puja and the other is anthropomorphic as of others. Siva,in 
sculpture is Pancatunda (five-faced) and. these five mouths are: 
Sadyojata, Vamadeva, Aghora, Tatpurusa and 15118, 


The great Siva-devotee Bana, it is said, founded as many as fourteen 
crores of Siva-lingas which later became famous as Bana-lingas. They 
are still found in the sacred rivers like Ganga and Narmada. Kurma- 
purana has an elaborate account of Linga-puja, its origin and 
development, The Vimana-purana has given the glorious descriptions 
of the famous ancient sites where the Siva-lingas were founded. 
The famous Dvidasa-Jyotir-lingas (the Twelve Ever-shining Lingas) 
are :— 


Name Place Name Place 
I. Omkara Mandhata 7. Kedarnatha Garhwal 
2. Mahakala Ujjain 8. Visvesvara Kasi 
3. Tryambaka Nasika g. Somanatha Kathiyawada 
4. Dhrsnesvara Illora ro. Vaidyanatha Newparli 
5. Naganath Ahmadnagar 11. Mallikarjuna Sriiaila 
6. Bhimasankara Sahyadri Mt. 12. Ramesvara Deccan. 


'The Bhima river. 


e 

N. B.—Now the paucity of space and the digressive nature of the scheme forbids 
her on the remaining schools of worship —Saivism, Saktism, 
Ganapatyism, and Saurism. I better, therefore, give Dr. Bhandarkar's brief Resume 
on these as the material is simply too bewildering and too exhaustive to be done full 
The reader is referred to, to a read the writer's Pratima- 
Vijsiana for sufficient details and estimation thereof, of not only all the schools of Saivism 
like Pasupatas, Kapalikas—Kalamukhaas, Lingayatas, Pratyabhijnavadins, étc., but 
also an outline history of this great religion, its rise and development, as well as the 
ritualism of the sects and worship of linga together with a formidable analysis of all 
other sects in separate chapters devoted to them. 


me to elaborate any furt 


justice in a limited space here. 


“The fearful and destructive phenomena of nature led to the concep- 
tion of, and belief in, the god Rudra the terrible howler, accompanied 
by his groups, or Ganas, called sometimes Rudras or Rudriyas, who 
were minor howlers. This god, when propitiated, became the auspicious 
Siva, the beneficent Sankara and the benignant Sambhu. The concep- 
tion gradually developed further, until Rudra became the god of wild द 
and awful scenes, such as cemeteries, mountains and forests. Of E z 
beasts and savages that dwelt in these last and of the thieves 
outcasts that resorted to them, he became the lord. Subsequen : 
developed into the god who pervades the unive se, dwells in fire 
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water, in all beings and in herbs and trees and was the supreme Ruler 
of all. When he rose to this position, he became the subject of 
Upanisadic speculation, by ‘meditating on whom and seeing whom 
everywhere in the universe, a man attained blissful,serenity. 


But the awful and wild side of his nature was not effaced, but went 

on developing; and when religious schools such as that of the 

Paticaratras came to be established, one with Rudra or Pasupati as the 

god to be adored was set up sometime after. Its fonder was a human 

being, who came to be known as Lakutin or Lakulin, the holder of a 

club, and Lakulisa or Nakuliia, the lord, the holder of the club. 

Paücaratra was the title of the work attributed to him, and his system 

came to be known by the name of Pasupata. Two extreme schools 

were developed out of this, and also one which was more moderate 

known by the name of the Saiva. Traces of these schools have 

been found from about. the second to twelfth century of the 

Christian era. But the repulsive nature of the two extreme 

schools and the wild and fantastic character of the other two led 

to a reaction, and in the beginning of the ninth century we have 

the first Kasmira school; and about a hundred years afterwards 

was founded another. These are very sober in their doctrines and 

practices, and may be considered to have been influenced by the 

school of Sankara, though an escape from his severe spiritual monism 

-has been provided for,so as to allow an individual existence to the 

delivered soul. A further reform was effected about the middle of the 

eleventh century by the Lingayata school. The philosophical doctrines 

of this school amount to this: that God as infinite intelligence and joy 

/ is the creator of the world and the instructor and redeemer of mankind, 
i and that the individual soul attains to a unity of blissful experience 
with in him by gradually estranging himself from the world, pursuing a 
| course of devotional worship, abandoning himself to God and seeing Him 
in everything. This philosophy seems to have been influenced by the 

1 tenets of the school of Ramanuja. The spirit of the Lingayatas was, 
however, combative, and they set up for themselves a community 
distinet from that which ows its origin to the Brahmanic system. All 
the while, however, duritig the existence of these schools the general 


worship of Rudra-Siva has prevailed among ordinary people regardless 
of the doctrines of these schools, 


Siva was associated with his consort Parvati or Uma. She too had 

= a penchicent and majestic character as alluded to, in the KnU. But just 
_ as an aboriginal element contributed to the formation of the character 
of Rudra-Siva, so an aboriginal element of a more distinct nature came 
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to. be combined with his consort, and she became a terrible goddess 
that had to be appeased by animal and even human sacrifices, But 
since the lustful nature of man is very strong in him, that goddess under 
the name of Tripurasundari (the beauty of the three cities) or Lalita 
(sportively graceful) became the creator of the world, and was also 
worshipped with debasing and sensual rites; and thus came in, the 
school of the Saktas, who looked forward to an identity with Tripura- 
sundari as the goal of their existence. Ganapati as the leader of a host 
was, of course, connected with Rudra-Siva. That idea became mingled 
. with the idea of Vinayaka, an evil spirit that possessed men, and thus 
the combined god Ganapati-Vinayaka became an object of worship on 
the principle that an obstructive and evil spirit should be first propitiated 
before beginning an action. Thereafter he became the special 
god of six minor sects, one of these, holding doctrines as debasing as 
those of the Sakta-cult. Skanda was more closely connected with 
Siva as the lord of one of his ganas or groups; and afterwards 
came to be believed to be his son ; and his worship prevailed for several 
centuries from the time of Patafijali downwards and has not become 
obsolete even at the present day. The sun was a god worshipped in 
early times and his cult did not disappear, as his orb was daily visible. 
But he became the object of sectarian worship sometime later. About 
the third century, however, of the Christian era, another cult of the 
sun was introduced from Persia. It took root on Indian soil and 
prevailed for a long tim in North-Western India, a good many splendid 
temples having been erected from time to time for his worship. A special 
caste of priests of the name of Nagara was associated with the cult, and 
the masses of the Hindu population adopted it as if it had been 


indigenous to the country”. 


N. B.—In the writer’s Pratima Vijnana, all these sects, Saktism, Ganapatyism, 
and Saurism, have been presented with fuller details. The Saktism has been 
dwelt upon, with a new angle, where in the Saivism and Saktism have been shown to 
meet in poets like Kalidasa (cf. his memorable Mangalacara?a in the Raghuvamsa 

वागर्थाविव arya [ वागथं प्रतिपत्तये । जगत: पितरौ बन्दे पार्वतीपरमेश्वरौ ॥ 

a new interpretation in light of Sambhava-darsana is attempted and the reader is 


referred to read all this. 


FORMS & MODES OF WORSHIP 


With this general introduction to Devarca, in relation to the 
different and. divergent religious trends and beliefs—the five pincipal 
schools of worship, we may now take up the remaining question of B 
forms and modes of worship. This is what is called the Puja-paddha 
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suc = त ks li à 
much elaborated in Puja-Prakasa and in works like Raghunandana's, 


Hemadri's, Isanasivagurudeva’s and of a host of others. 


We know Deva-paja contains certain items and stages in the whole 
procedure. These are called Upcaras (ways of service). They are 
usually stated to be sixteen, tabulated as hereunder :— 


I. Avahana g. Anulepana 

2. Asana 10. Puspa 

3. Padya 11. Dhüpa 

4. Arghya 12. Dipa 

5. Acamaniya 13. Naivedya or Upahara 
6. Snana 14. Namaskara 

7. Vastra 15. Pradaksina & 

8. Yajnopavita 16. Visarjana or Udvasana. 


A good number of learned anthologies and Puja-paddhatis have : 
taken an elaborate notice on the different forms and modes of worship 
and the reader is referred to Pratima-Vijnana Chapter IX of the Pürva- 
Pithika for details. 

It may beremarked here that these upacaras are not altogether an in- 
novation in relation to the image-worship as elaborated in the medieval 
digests. The names of some of these upacaras occur even in Asv. Gr. 
(1V.7.10 & VI.8.1) in relation to the Brahmanas invited at Sraddha. 

Dr. Kane (History of Dharmasastra p. 730) says, ‘Farquhar is not right 
` when he says in his outline of the Religious Literature of India p. 51 
that the sixteen upacaras are so distinct in character from the sacrificial 
cultasto betray alien origin. When image-worship became general, 
items offered to invited Brahmanas were also offered to the images 


of gods. It was a case of extension and not of borrowing from an alien 
cult. 


This is only a bare outline of the forms of worship. A detailed 
exposition of the different forms and modes in relation to different deities 
18 out of question here—see Pratima-Vijtaiia for details. 


"T N. B.—Somcthing ought to have been said here of Buddhis 
as has been done in Pratima-Vijnana, Chapter8 of the Pürva 
reserved for the two chapters of thc 3rd part of this book i 
Pratimalcksanas arc dealt with. TENEO 


m and Jainism also 
-Pithika, but has been 
n Buddhist and Jain 
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CHAPTER III 


BEARING OF DEVA-PUJA ON ART AND ICONOGRAPHY 
IN INDIA 


A brief notice of Hinduism as related to the worship of images in 
all its diverse sects and sampradayas has already been taken. In other 
ancient countries, say Greece, the image-making was contemporaneous 
with other arts, e. ४. poetry. In Greece the origin and development of 
art of sculpture saw also the rise and progress of poetry by its side. 
Hence it is unusual to suppose that India should prove quite an excep- 


tion to this human tradition. Art and Iconography are co-related 
subjects. In India origin of art is religious in character—this we have 
seen in case of art of Architecture. Iconology wielded a tremendous 
influence on the artist of India. Indian art isa thing by itself. It is 
one of the many manifestations which represent, in all the consumation, 
the spiritual life of Indians. Sri Brindabana Bhattacharya (Indian Images 
p. xx) says, "that the whole of the Vedic period, with its civilised 
condition of society and developed state of arts, wanted only in the art 
of sculpture, another aspect of ‘fine arts’ is probably as unfounded a 
fact as itis unconceivable". Naturally, therefore, I am also inclined to 
suggest that the image-wership and iconography in India went side by 


side. 


The Vedic representations of gods were really the progenitors of the 
Pauranic representations of gods. The origin of images, I believe, lay 
in the imagery of the ancient seers of India—the Rsis of the Vedas, 
Tvasta, the Divine artist must not have remained idle. For the purpose 
of prayer addressed to gods, nataral and spontancous and manifold 
conceptions of the Divine in the shape of the Mantras contributed to the 
fertile field for the images to grow. The seeds of iconography do not 
lack rather found in abundance in the semi-philosophical hymns of the 
Vedas. Brindavan is very apt in his remarks, (see I.I. p. XVI): “The 
representation of the gods and goddesses as conceived in the Rgveda 


have assumed such a definite, well marked and solid form that for their — 
permanence, they immediately needed the help of the sculptor to trans- - 
late them into stones and metals: It is, indeed, inconceivable that such — 

definite pictures of the divinities clearly drawn in three dimensions as as 
found in the Rgveda could have long existed in the minds of the” 
Hence the forms, which the Rsis and poets conceived in 
were expressed in the works af the sculptor”, = == 
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Whether this antiquity of the iconographical tradition is true or not, 
it is a fact that in the days of the Puranas and these days must be pre- 


Buddhistic, Image-worship, Iconology, and Iconography existed side by side. 
> 


The Puranas bear the testimony. There was an intimate connection 

this new form of Hinduism—a neo-orientation of Vedic Dharma 
MON tesnography. Weall know Hinduism inclines to a belief in the 
m pes E Avataras and in the sanctity of p Rivers. These 
ürthas have formed the nucleus of the religious activities of the people— 
erection of temples; installation therein of the images of gods and Busse] 
these tirthas have become living museums of images and statues. It is 
there that a study of Iconography along with a study of religion can 
be profitably started and finished. Fergusson's remarks are worth quot- 
ing (cf. History of Indian Architecture-N.Ed. Vol. I, page 36.)-“By the 
aid of Photography, anyone now attempting the task would be able to 
select perfectly authentic examples from Hindu temples of the best age. 
If this were done judiciously and the examples carefully reproduced, it 
would not only afford a more satisfactory illustration of the mythology 
of the Hindus than has yet been given to the public, but it might also 
be made a history of the art of sculpture in India, in all the ages in 
which it is known to us". 


With this general background of the intimate relationship of 

iconography with religion, we can now proceed. with this topic in detail. 

Image-worship is much older than the actual monumentsin stones and 

metals which are available and, therefore, the absence cannot be 

attributed to the use of stones and metals in sculpturein comparatively 

alater date. Architectural and sculptural traditions in India, I believe, 

in this respect, are on par. The early architecture was wooden, the 
¢ early sculpture may have been made of sand or clay or of any other 
ij material than stone. We shall see in the next chapter that the Vastu- | 
Sastra literature both architectural and non-architectural speaks of as f 
many as eight or ten materials—clay, wood, ‘copper, iron, silver, gold, 
I stone, precious stones etc. of which the images of gods and goddesses can 
। be made, Even now in private or individualistic worship of Linga—the 
use of sand or clay is a matter of daily routine. This may be a tradition 
of very high antiquity. Therefore, absence of an image made 
of stone or bronze belonging to the hoary past should not be deemed 
as proof of the absence of the iconographical traditions in that period. 
I have maintained that recorded Puranas presupposes afloating Pauranic 
tradition, the evolution of which must have taken centuries. Similarly; 
the bearing of Deva puja on the art must take centuries before an evolved 
art must have come to the surface. All the sculptural monuments 
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which we possess are deemed as finished art, an art of perfect and very 


much developed form—a creation of a high water-mark in the genius of 
craftsmanship of the Indian artists. 


In its infancy this art must have been simple and undecorative. It 
must have been a symbolic art. But as time passed, the simplicity gave 
way to more refined specimens and lateron to an unwieldy exhuberance, 
the examples of which do not lack in the finds in our possession. ‘All 
this evolution from the simplicity to complexity in art is indicative of the 
fundamental truth of evolution characteristic of any art anywhere and 
everywhere. Spontaneous outbursts of Vedic poets (seers), the simple 
poetry of Valmiki and Vyasa and even Kalidas could stand no longer, 
as the evolution went further and further, the poetic art declined and by 
the Eleventh or Twelfth Century, it was not poetry but a play of words, 
jugglery or verbosity. Similarly it may be said of the iconographical 
art too. Even Deva-Yajia, in its earliest form being very simple— 
a prayer only, got complicated into ritual. Similarly the Deva- 
puja, so simple in its early form, got complicated in the Tantric system. 
Even today worship assumed an intricate and unwieldy. contention. 
What are these Sodasopacaras ? ‘They all show one fundamental truth 
that art and literature in their infancy are simple and as time passes 
they become unnatural and full of effort. 


With this general introduction to the subject-matter in hand, let us 
now see how Art and Iconography were affected in India by this hoary 
institution of Deva-püja. Art primarily stands here for architecture and 
sculpture. Indian architecture and sculpture being predominantly 
religious in character, are the best illustrations of artistic creations in 
which the religious influence in the shape of devotional movement has 

१ been the sole instrument in bringing out all these monumental temple- 


buildings. Even the Buddhist architecture (rhe stupas, the caityas, 
the viharas, the caves etc., etc.,) was an outcome of this religious upsurge, 
when the devotion to the Lord (The Great Buddha) was HOR predo; 
e tenets of Buddhism. Similar is the 
Brahmanical temples, if it were said, 


minant than the devotion to th 
case with Jainism. In case of l ie 
barring a few finds and fields of T own-planning and Palace-architecture 

ligious in character, we are not far from 


all the ancient buildings are re zare not 
the truth. Hence we can very well understand the implication of this 


bearing of Deva-puja on Art. The history of Indian architecture is the 
ea s : , 
uero devotionalarchitecturein India.The Vedicaltar, the moreancient 


'cult of worship, was the progenitor of Hindu temple and Hindu temple, 


the Deva-bhumi, both as a finished product of art as wellasa sacred spot र 
v 2 


(the bank of a sacred river, 


lake or tank or the mountain, its 


B 
*. 
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peak, ‘slope or valley or the sacred forests where innumerable Khandas 
Avartas, Dhamas, Mathas, Ayatanas had risen and were located) 
the Tirtha-bhümi, made sacred by some hoary tradition, are all 
the outcome of this institution of Deva-puja. 


Now after this very brief indication (for details see Pratima-Vijnana- 
Pürvapithika Chapter ro. देव-पूजा का स्थापत्य पर प्रभाव) a word may be 
said on the bearing of Deva-püjà on Iconography This subject has got 
many sides. Iconography includes all the traditions mytholog cal 
literary (ie. canons) and artistic. Apart from the Hindu Triad, the supreme 
Trínity of Brahma, Visnu and Mahesa, there are a ४००१ many individual 
forms, incarnations and appearances of these three, besides innumerable 
other deities whose icons were praised and sculptured Similarly, artistic 
creations, as prescribed by the Silpa-sastras vary with various forms and 
varieties. All this gave rise to an unwieldy lorein the Sastra and innumer- 


ablevarieties in the monuments. 


We know that Indian art is predominantly religious in character 
and this religious upsurge came in the wakeof the Devotional Movement 
as was first enunciated and inculcated in some of the Upnisads them- 
selves. Later on, the influence of this upsurge was s» powerful, its urge was 
so keen that not only divergent and different religious sects arose in the 
Brahmanical fold itself, viz. Saivism, Vaisnavism and so many others but 
also a good many sectarian cults developed “in the hetrodox religious 
schools like Buddhism and Jainism. As the most popular element of 
this side of. religious life being Deva-puja, naturally, the service of 
art was most advantageously employed for innumerable creations in 
stone. They varied in rich sculpture of icons and images. The Buddhist 
art and the Buddhist images are our proudest possession. So is the 

A ८858 with the Jain and Brahmanical art. All this is the outcome of the 
Deva-puja. Before concluding the chapter, a pertinent point need still 
to be expounded.  Vicissitudes in the history of gods and goddesses, the 
entrance of Tantric ideas into the worship of the Hindus as well as the 
Buddhists together with the creation of new images consequent upon the 
sectarian rivalry—these three factors also contributed a great deal in the 
exhuberant growth of Indian images. 
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INTRODUCTORY 


After a very briefexposition of the background of Hindu Iconogra- 
phy—the Institution of worship—let us now take up the Canons of Icono- 
graphy, the science and art of image-making. Here the first and foremost 
thought goes to the different iconographical sources that we have to take 
into our account. There are primarily two principal sources, the literary 
and the artistic. Both these traditions, the Sastra and the Sthapatya 
must be purviewed before the scientific canons are to:be expounded. 
Accordingly this topic of the sources of the Study of Hindu Iconography 
will form the subject-matter of the first chapter of this part. . 


Thus equipped with the traditional lore on the one hand and the 
traditions of the art as evolved in the different centres, scattered over all 
the parts.of this great land, on the other, we would be better fitted to 
attempt a classification of images, the subject-matter of the second 


chapter. 


In the third chapter, we shall discuss those Canons of Iconography 
which are particularly related to Icono-planning and Iconometry. 
Iconometry, the Canons of Measurement and the different standards 
thereof, was a very rigid institution in India. No deviation from the 


prescribed formulae was allowed. The Pramana was the life-breath in 


the iconoplastic art and we shall discuss itat length. The S.S. has 
only echoed the time-honoured tradition of the rigidity or non-flexibility AES 


of the prescribed Canons of Pramana when it says : 


“प्रमाणे स्थापिताः देवाः पूजार्हाश्‍च भवन्ति fe^ Ghaqonmo 7 
t tf } ६1४१४ QI ५ 


ri, 


«Gods and goddesses become fit to be worshipped | only wh 
are set up with correct proportions. —— E >> के 
js TER T! [ qm 
: z i nt 
Adherence to the Canons o Measurement wa 


'शास्त्रमानेन 


= 


to evolve out a beautiful image—II 


.. As regards : 
turing of icons was. 
‘sanctity al 
>> 
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in haphazard fashion. Image-making was as sacred as anj religious 
ceremoney or ritual. It was undertaken under a proper discipline of 
mind and body. We still hear that the sculptors of Khajuraho temples 
were the ‘yogis’. Only yogi-sthapatis, fully initiated not only in the art 
and science of sculpture, but also in the morals of mind and wisdom, 
the Prajna and Sila (cf. writer’s H. S. A. Vol. I ‘Sthapati and Sthapaka’) 
could have produced the marvels of art and have earned the laurels of 
the world. 


Further again, it is our common knowledge even today that some- 
times, rather otten times, the worshipper himself, was an image-maker. 
The temporary lingas made of clay, sand, rice, curd, etc. used to be 
shaped then and there; hence such productions were a part of daily 
routine in Indian life, the Sandhya-vandana, the morning and evening 
prayers and oblations. Therefore the Iconoplastic art of India was not 
confined to stone-sculpture or wooden models or burnt-clay images or the 
paintings on the canvas of wall, paper and cloth alone. Moreover, icons 
being the cult-objects, the stations of the adherents of the cults varied from 
a king to a beggar. Naturally, therefore, substances of the image-making 
also differed. The Dhatuja or Ratnaja class of images could adorn 
the palace of a king or the family-chapel of a wealthy merchant. 
Varahmihira’s dictum regarding variations in the dresses and ornaments 
of the images taking after those prevalent in a particulars part of 
the country, could equally hold good in the manufacturing of images, in 
accordance with the tastes and conveniences of the people worshipping 
them. All this gave rise to innumerable varieties of the substances which 
we shal! presently see in the chapter 4, ahead. 


In studying Hindu Iconographly, after we have taken into our 
account, the differents sources of the manuals and the monuments, we have 
classified the Indian images accordingly and have also. determined their 
proportions of measurement and the manifold substances, there is still 


something very important to be said before the Pratima-laksanas of 


various deities belonging to different religious sects and sub-sects, are 


eiiis This is the Doctrine of Mudras, thz symbolism in Art, very 
intimately associated with Cult-Icons in India. 


This topic of Mudrology has been attempted with some innovations 


here. It is said that Mudras are charactristic of Buddhist and Jaini 

only. This has been refuted here and it has been held that ec 
called mudras in Buddhist Iconography like Varada, V ah ह. E = 
and Santa, etc. are also characteristic of Behmane im हे गा = 
Brahma and Yogic forms of Siva, Ue 


E oe टे. 
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Furthermore, the different and manifold Rupa-Samyogas (Bh. V. S. 
Vol. IV—'Pratima-Vijtíana' chap. 6. pp. 227-238) like seats, convéyances 
and emblems of weapons, musical instruments, birds and beasts, etc., 
so exuberantly depicted in Brahmanical Image, are nothing but Mudras, 
the symbols. It is through this symbolism of Rüpa-samyoga, the images 
unfold not only the very life and doings of the deities but also their role 
in imparting spiritual message, wishing peace and prosperty of the people 


and giving them protection from fear and want. I have accordingly 


discussed all the items of Rüpa-samyoga in two separate chapters, 5 
and 6. 


In India, the Art of Architecture, the Vastu-Kala, of which Iconography 
is an essential subject (vide ‘the Scope and Subject of Architecture’ 
H. S. A. Vol. I and also Bh. V. S. Vol. I), is both mechanical and fine. 
A fine art presupposes the arousal of anaesthetic experience and aesthetic 
experience is based on the sentiments, the Rasas and Rasadrstis, 
According to Hindu view of Poetics and Dramatics as well as the science 
of Fine Arts, an aesthetic experience is not only a pleasure to the senses, it 
is not only toning up of heart and mind, it is something more, rather 
much more. It is elevating the soul. This is the spiritual background 
and it is in accordance with this fundamental tenet of aestheticity in India 
that writers on Aesthetics have likened an asthetic experience to the ex- 
perience aroused in Brahma-Realization-‘Brahmananda-svada-sahodarah’, 
Raja Bhoja, one of the greatest exponents of theasthetic school of Sanskrit 
Poetry and Drama (cf. his ‘Srigara-Prakaéa’), has had the credit to 
introduce and, expound this side-branch of Iconography, the Rasa-citras. 
The treatment of the aestheticity ia the sculptural and pictorial images 
(videthe S. S. ch. 82) is a unique distinction of the Samarangana- 
Sutradhara in the extant manuals of Vastu-Sastra. The author has, 
therefore, very briefly expounded this new element of Hindu Iconography, 
in a subsequent chapter. 


A finished image like this must be givena place—a proper place 
to be set in or intsalled into. This place is not the secular abode of 
mortals. It is the sacred Garbhagrha of a Prasada or Vimana, the Hindu 
Temple, where the Principal Image takes its place and the outer walls 
of the superstructure of the temple are adorned by the hosts of 
major and minor images (cf. the varied rich sculptures on the temples of 
Khajuraho, Bhuvanesvara, etc., etc.). Mints Pratima, the Image and i 
the images and the Prasada, the Temple gad its RR bous are 
intimately connected with each other. Their Ia is a hema 
according to Hindu view of life that they may be deese, as body an 
It has, therefore, also been allotted, one rate 


soul, respectively. 


$ 
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chapter to complete a broad outline of the edifice of the science and art 


of icons—the Iconography. 


Let us now come to the Pratima-laksanas. It is for the first time 
that necessary information on this very vast subject has been sorted 
out and gathered together in single chapters, devoted to the three 
principal iconic cults, the Brahmanism, Buddhism and Jainism. 
The interpretation of the Pratima-laksanas of a particular deity in 
a critical and comparative estimation, is one of the special features 
of the treatment of the Brahmanical Images. Besides to avoid 
unwieldy laksanas, only tabulations are given of the sub-varieties of 
different categories of icons. Another feature of the Pratima- laksana is 
an appendage ofan anthology of Pratima-laksana in one of the appendices 
in the end. 


It may be pointed out that among the three chapters, devoted to 
this topic, the chapter on Brahmana-pratima-lak;ana, is naturally larger 
and more exhaustive for the simple reason that the author is 
primarily a student of the texts of Vastu-Sastra (particularly the S. S. 
and the A. P), where only Brahmanical images figure (though Aparajita- 
Praccha touches on the Jain images also). For the sake of completeness 
however, a bare outline of Budhist and Jain iconography is also attempt- 
ed and I am sure it may serve a very useful purpose. 


^ 
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CHAPTER I 
STUDY OF HINDU ICONOGRAPHY—THE SOURCES 


Study of Hindu Iconography provides a study of religion—this we 
have already seen. As a matter of fact, Iconography is an outcome of the 
religious life itself. The religious view of life in India was not theological 
in character. It embraced all the aspects of culture. Naturally, there- 
fore, iconography is only a branch in the broad cultural history of this 
land. Materials for the study of iconography are of mainfold data. The 
archaeological data has been well investigated by the eminent scholars, like 
Fergusson, Havell, Coomaraswamy and so many other stalwarts in this 
fascinating field of Indology. The Epigraphic and Numismatic data also 
come under the former and it has beea done full justice to, by J. N. Ban- 
narjea, inhis ‘The Development of Hindu Iconography’ in which the 
learned author has devoted two long chapters showing the bearing of this 


and exhaustive in the Puranas and Agamas and so many texts of Vastu- 
Sastra, has also been made use of, in his monumental work the *Elements 
of Hindu Iconography’ by T. Gopinath Rao. But it may be pointed out 
that this class of material supplying the traditionaland Sastric information, 
on. the iconographicaltradition has not been properly studied. Much 
water has since flown and a fresh attempt is called for. Therefore, there 
is still plenty of material, which can be utilised by not one scholar but a 
body of them to correlate and corroborate both the existing monuments 


and sculptural representations provided by the texts 


h 
We on our part will take ourselves to the main literary sources in wh c 


some of the medieval texts like the S. S. and the A. P. are more helpful, 
of which have been studied by the writer, for 


the iconographical contents 
ies. Some passing 


the first time, in contemporary iconographical stud 
remarks will also be made on the artistic traditions, the different centres 

of Indian art, the open books of Indian Iconography But Be pus 
theme is a very difficult subject. It has not been studied properly E. ze 
hence it provides a vast field for student-researchers to ur. s er: 
subject. Every temple-site, be it Bhuvanesvara, r Khajuraho in the Nor 
esvaram in the South is full 
The sculpture worked out there an 
of enquiry. All 
evolve - 


iconographical details 
on the temple-walls is itself a fascinating field 
thorough examination and correlation to ह 
styles of Sculpture and Iconography as W€ 
Architecture. 
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Let us now take up the literary sources— 
A. Literary Sources 


Iconographical literature may be divided into the following seven 


sub-divisions : S 
I. Puranas 2. Agamas 
3. Tantras 4. Silpa-sastras 
5. Pratis tha-paddhatis 6. Dhyanas 
and 7. Sadhanas. 


Before we take up all the literary sources one by one, I must raise 
a very pertinent problem regarding these sources whether they rise from 
one fountain-head or they are independent to one another. Unity in 
diversity is the key-note of Indian culture. Iconography, only one stream 
of this broad current of Indian culture, cannot be an exception. Hence, 
though it is very difficult to maintain, it may be said that rise of these 
different sources from a single primordial source is not impossible of 
solution. The Vedic lore is the primordial source from which all these 
currents have flown. The story of the course of ariver is the history of 
inter-mixture of'so many side-currents in it. Naturally the sacred course 
of Vastu-vidya (of which Iconography is a part) flowing from that fountain- 
head of Kalpa, when reaches the ocean of Puranas, assumes an enormous 
current of many confluences. The marked confluence, like that of Ganga 
and Yamuna at Prayaga, isclearly perceptible here also. The Aryans 
and Dravidians both had their own art-traditions. Visvakarma and 
Maya are regarded as ancient projinitors of this tradition of Vastu-vidya. 
They are-also the founders of the two famous schools of Indian Architec- 
ture, the Northern or Aryan and the Southern or Dravidan Schools. 


1 __ Here wë have to just make a few observations about the origin: and 
development of these manifold sources. In our opinion, all these 
sources really owe their origin from the Stuti-mantras the Hymns of 
the Vedas from which the Dhyanas of the different ; deities were 
conceived by the poets, the religious teachers and the devoted bhaktas, 
The Pratima-laksanas as given in the text of both the classes of works— 
the-Architectural-proper like the Silpa-texts and Non-architectural ones 

| like the Puranas, Agamas, Tantras etc., are only a dictation, as it were 

| stereotyped statements, the Canons. The spontaneous Gutbursis of “die 
devotional fervour of the: image-worshippers composed in the highest 

mystic state of mind and heart, were the starting points in the evolution | 

SE the most essential characteristics of the images of gods and goddesses j 

the cult-deities and the objects of highest veneration and dev à. These i 
Stutisor Dhyanas; therefore are still kept secret in the different religious 
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sects, the various Sampradāyas, the central seats of the religious sects-like 
e re . . 
Vaisnavism, Saivism, Saktism, Jainism, Buddhism etc. etc. 


'The primeval sources of Hindu Iconography, therefore, lay hidden 
in these Mathas and temples. For the artistic—the sculptural traditions 
of India, if the temple-sites are our open books, surely some of these 
sectarian temple-organisations—the Mathas can also unfold to us, a very 
brilliant account of iconographical sources to be reconstructed in their 
historical perspective and evolutionary processes. 


It is therefore also a very profitable branche of Indian iconogra- 
phical researches to be undertaken in right earnest to advance these 
studies further up. For the ptesent, it is not our purpose to dabble 
with this side-branch of Hindu Iconography. It is pointed out only to 
direct the further studies on this most fascinating branch of oriental 
knowledge, one of the richest possessions of our religious and classical 
heritage. 


Again there are clear references (cf. Bh. V.S. Vol. I. p. 19) 
to ancient Acharyas by such names as Brahami, Bhrgu, Brhaspati, 
Vasistha, Narada, Nandiia, Parasara, Bhardvaja, Agastya, Kaiyapa 
etc. etc. as many as twenty-five, most of whom are all Vedic Rsis. 
They should not be deemed either as a mere exaggeration or simply à 
myth. The celebrated commentator of Varahi Brhatsamhita, Utpala, 
quotes the authority of Vasistha and Nagnajit (cf. Br. S. 57-17). Again 
among the Silpa-texts a good many treatises pass by the authorship of 
such sages as Agastya (Sakaladhikara) Kasyapa (Amsumadbheda), etc. 
etc, Hence all this unmistakably shows that Vastu-sastra was one of the 
auxiliary limbs of the primordial knowlede, the Vedas and these so many 
sages propounding the ancient lore, were themselves the Vedic Rsis. Thus 
thé common supra-source ofall these sources is not very difficult to 
understand. 


We have already seen that the origin and development of Architecture 
(temple-building) was syochronous with the origin and Cans of 
Sculpture (the manufacturing of icons—the cult-objects, the images he the 
deities to be enshrined or installed into the temples). This clearly speak why 
such literary sources like Puranas, Agamas, Tantras, Prt hee 
on the one hand, and the Silpa-texts on the other should have ae 
a good space to the subject. Both these de. of works be pog l is E 
the two different schools of Indian Architecture, "Thus it mag not b e E 
incorrect tosay that the literary sources of icono sraphy can x ae ; = 
sub-divided only into two groups, those belonging to the ravidia: E 


school and those to Aryan one. EET ट EE 


j 
l 
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The seven above-mentioned divisions of theliterary sources, however, 
is more convenient. We may not abandon it and so go by it. This is 
more so important as it shows strides of development of iconographical 
literature as well. Let us now take them one by one. 


Puranas.—The wealth of architectural details in Puranas is simply 
exuberant. Casual references are frequently met with in all the eighteen 
or nineteen great Puranas. Among them some nine Puranas have treated 
the subject more systematically. 


Now the architectural details of these Puranas can be ‘broadly 
classified into two groups, the one dealing with architectural-proper—the 
buildings, the secular (residential houses) and the religious (the temples) 
and the other withsculptural rather more correctly iconographical themes. 
This latter material is abundantly found in the Puranas like Matsya, Agni, 
Skanda, Garuda, Linga, Bhavisya and Visnu (particularly in the Visnu- 
dharmottara). 


From the point of view of our purview of the subject and also from 
the development ofthe lore, Mastya, Agni, and Visnu-dharmottara may 
be taken as representative Puranas, reflecting high strides that Hindu 
Iconography had reached in them. We may therefore leave other 


Puranas and concentrate ourselves on the three of them only and_ briefly 
mention their contents. | 


." Matsya.—Matsya is considered to be a very ancient Purana. It.is 
‘regarded older than Agni and Visnu. Its architectural coutributions are 
of a very high order. Iconographical details are described in as many as 
the following ten chapters : oss 


No.  ' Subject Chapter No. Subject Chapter 
cl.. Devarcanukirtne kathanam | 261. र 
Pramana-kathanam 252 5. Piihika-kathanam .; : 262 
,2. Pratima-laksanam 259 6. Linga-lak anam 263 
3. Ardbanari varidi 7. Kundadi-pramanam 264 
Pratima-syarüpa- 8. Adhivasana-vidhi 265 
kathanam 260 9. Pratistha-prayogah 266. 


4. Prabhakaradi-pratimi- 10. Deyatai-manam 267 
Iconometry is a special feature of this Purina. Icono 
with othericonographicaldetails are more or less traditi 
Saiva icons, 


-plastic art along 
Rvs onal, but among 
a distinct departure in the Purana is of anthropomorphic 


forms of Siva having so many varieties like Ardhanarisvara, etc. -and 
s x 


Kea न MEUS which as we shall see are a special feature of the 
Agamas, The composite images like Siva-Narayana are also described in it. 
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Other deities having an honoured place in this Purana are Brahmi, 
G Ep. c 
artik a al ae is 
aruda, Kartikeya, Ganesa, Katyayani, Mahisásurmardini, Indra: and 
ini P ES i A 
Indrani. Proportionate measures of an image in Tala-measurements are 
its special contribution. 


Agni.—Among the Puranas, the architectural and sculptural details 
of Agni-Purana may be considered to be the most elaborate. Out of 
sixteen chapters devoted to the Silpa-sastra, Iconography has had the 
lion-share of as many as the following thirteen chapters : i 


No. : Subject Chapter. No. - Subject Chapter 
I. Prasada-devata-sthapana -43 7: Suryadi-pratima-laksana 51 
2. Wasudeva-pratima 44 8. Catussasti-pratima-laksana 52 
3 Pindika-laksana 45 9. Linga-pratima-laksanam 53 
4. Saligramadi-murti-laksana 46 Io. Linga-manadi-kathanam. 54 
5. Matsyadi-dasavatara- 1r. Pindika-laksana-kathanam 55 

kathanam 49 12. Vasudevadi-pratistha-vidhi6o 
6. Devi-pratima-laksana 50 13. Laksami-pratistha-vidhi , 62 


This tabulation clearly speaks of the exhaustiveness and the richness 
of the material. Practically all the deities of the Paficayatana have been 
described from the iconographer’s point of view. Among the Vaisnava 
Icons, apart from the Dasavatara-Murtis, some extraordinary forms like 
Vasudeva have also found place. The details on Salagrama are-most 
elaborate and not to be found elswhere. As many as two dozen varieties 
of Salagrania are described (cf. the tabulation ahead vide—Brahmanical 


images). -Similar details and varieties thereof, are described: of the 


phallic emblem of Siva. 


Visnudharmottara.—After Matsya and Agni, iconographical details of 
Vi nudharmottara are the richest and completest. A special feature-of the 
Purana is its elaborate treatment on painting. In the third part of this 
Purana, the first forty-three chapters deal with the Theory of Painting 
and the last forty-two deal with Iconography proper. The forniér details 
will be looked into in the third part of the work—the Painting. Here 
let us peep into the contents of the last forty-two chapters dealing with 
the science and art of image-making. About one hundred deities having 
an iconic form are described here. Such an elaborate treatment will 


not be found elsewhere and it indicates the zenith of Hindu Iconography 


which had taken strides of development all round, in which not only ‘the — 


traditional Paücáyatana class of deities were fit for cult-objects, no A 
Dikpalas, Nagas, Yaksas, Gandharvas, Navagrahas, Adityas, re o: 


able ones, bul also Vedas, Smrtis, Darsanas Pure ae a 
aliments like Fever, virtues like Fame, Prosperity, ~® otio > 


E 
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Knowledge and Renunciation, etc., etc. too were spoken of 
“Directions are given with regard to the 
Aiduka. Whereas the first symbol 
forms of Vyoman and Aiduka are 
of worship. Both of them seem to 
he plastic equivalent to some cegree 


as having an 


iconic form and tradition. 
making of Lingama, Vyoman and 
is widely used, the more complex 

uuknown hitherto as actual objects 
be the remnants of an aniconic cult, t 
of the graphic yantras. Their geometry strongly contrasts with the florid 
features of the anthropomorphic forms. Yeta connection is established, 
between them, the yantra and the anthropomorphic image, by the 
minute description of the lotus on which the worship of the gods should 
be performed"—Kramrisch. A complete list of these icons described in 
the pages of the illustrious work is given in the writer's Pratima-Vijdana 
and the reader is refered to, for an interesting reading. 


_ Brhat-Samhita.—Itis asemi-Purana and hence from its characteristic 
Pauranic lore and also from the relative antiquity, its iconographical 
contents are very important. The contents, though succinct and brief 
and to the point, nevertheless bespeak of sound judgment and authority. 
It is one of the most authoritative and representative treatises on Hindu 
Iconography. Its value is more enhanced as the Pratima-laksana and 

other iconometrical and icono-plastic details are not simply erudite, they 

have the character of a practical artistic tradition and its canons are 
represented in some of the master-pieces of Indian Art—both in 
Architecture and Sculpture of ancient India. 


ue B. S. has only four chapters on’ Iconography : the Pratima-laksana 
the 58th; the Vanasamprávesadhyaya (i. e. for collection of the meterial— 
the wood, etc. from the forest for manufacturing the images, etc.) the 
*59th; Pratistha-vidhi--the installation-ceremony, the Goth; the Panca-maha 
puruga-laksana (i.e. the standards of measurements to be adopted 
in moulding and shaping of an image) the 69th. In the chapter on 
Pratima-laksana, the following gods and goddesses have been dealt upon: 


L Dasarthi Rama 10. Siva (Vamardhe Girisuta) - | 
| 2. Vairocani Bali 11. . Buddha | 
4 $. Visnu (Dvibhuja, Caturbhuja 1:2. Arhata-deva ol | 
| and Astabhuja) 13. Ravi | 
4. Krgna-Baldeva (Nanda in the 14. Linga 

... middle) NL ta Matrs 

-5 Pradyumna : 16. Revanta - 

6; Samba xe 17. Yama 

a - : Gp a 
. 7 Brahma 18. Varuna 


8. Kumara (Skanda) I9. Kubera 
9. AME his. elephant, the 20. Ganeia 
a BS a 
(the lord of Pramathas.) 
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Agamas.—The Agamic material for the reconstruction of Hindu 
Iconography has very ably been utilized by Sri Gopinath Rao, the cele- 
ee aa of the ‘Elements of the Hindu Iconography’ (in four valumes), 
Therefore all these details need not be repeated here. In my ‘Out-line of 
Vastu Vidya, Vol. I. in the series of Hindu Science of Architecture, with 
special ref erence to Bhoja's Samarangana-Sütradhara and Bhuvanadeva’s 
Aparajita-praccha, I have tried to evaluate their contents in greater 
details. Incidently, however, I may repeat a few remarks here also. 
‘The Agamas, like the Puranas, deal with architectural subjects, their 
contributions to the Slipa-Sastra are, however, more extensive and 
valuable. Some of the Agamas deal with very technical matters,: which 
are not met with in the Puranas, Some Agamas, to all intents and pur- 
poses, are but architectural treatises. The Kamikagama, for instance, 
devotes sixty chapters out of.a total of seventy five, to architecture 
and sculpture, and its treatment of the subject can hardly be surpassed 
by that of an avowedly architectural treatise'—Acharya. 


The number of Agamas is greater than, Puranas. They are twenty 
ight (while Puranas, only eighteen). The principal Agamas dealing with 
iconographical subject are Kamika, Karna, Suprabheda, Vaikhanasa 
and Amégumadbheda. Their special feature is the laudation of Saivism 
and aiva icons. The Talamana is their chief contribution to the canons 
of Iconometry. Puranas excel in Iconology, Agamas beat them in 
Iconography. Their itonographical prescriptions are a common 
property of the artisans of the South Thus they were hand-books or 
guide-books of Art. Let us locate their most important chapters dealing 
with Iconography:— 


Kamikagama soa 
No. Subject Chapter . No. Subject Chapter 
I. Lingalaksana-vidhi ' 62. 4, Devata-sthapana-vidhi 67; 


2. Ling-Pratistha-vidhi 64. 5. Pratima-pratistha-vidhi 68. 
3. Pratima-Laksana-vidhi 65 6. Vrsabhasthapana-vidhi 74. 


Karnagama =a tard 
Part (I) Nomen 
No. Subject Chapter No. Subject 
1. Linga-laksana-vidhi 9. 7. Mahabhiseka-vidhi 
2. Pratima-laksana IL 8. Lingasthapana-vidhi — 
3. Strimana-dasa-tala- 12. 9. Ratna-Linga-sthap 
laksana. dhi;zus s- Dog 
4. Kanistha-dasa tata- I3. 
laksana. 


‘5e Navatalottama-laksana | 
Mrtsamgraha-vidhi 


C- — 
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Part (ID 

No. - Subject Chap. No. Subject Chap. 
13." Pitha-laksana 7: . 16. Bimba-Suddhi (01$. 
i - Sakti-laksana j 8. 17. Nayanonmilana 15. 
15 Mrtsameraha (again 11. 18. Bimba-sudhi (repeated) 18. 

yee) TN ‘~ 19. Sivalingsthapana. 20. 
Suprabhedagam 
st. Linga-laksana- --- 393° ^| 4- Sakala-pratistha-vidhi 97. ^ 
Sw o २८. 


29, Sakala-laksana-vidhi © - 94. - 5- Sakti-pratistha-vidhi 38. 
3. Linga-pratistha-vidih. `. 36. 6. "Vrsabha-pratisthà vidhi 40 


The Vaikhanasagama has two chapters on sculpture The‘Pratima 
Laksana (Patala 32) deals with the general description of images ; and 
the other ‘Uttam-daa-tala’ (p. 43) gives the. ten-tala-measure 


The Amsumadbhedagama need be distinguished from the archi- 
tectural treatise (Silpa-Sastra) bearing the title Amsumadbheda, the 
authorship of which is attributed to Kasyapa. It has a single. chapter 
‘Uttama-dasa-tala-vidhi’ (Patala 28) on the ten-tala-measure The other 


Agamas also:contain a good material but the multiplication 1s not neces~ 
sary here 


Tantras.—Mantras.and Tantras represent- two streams of Indian 
religious lore and point out to the two sources of the composite Hindu civi- 
lization and culture. From the primeval Veda.Trayi of the Aryans, the 
rise of Clatur-Vedas with the inclusion of Atharva-Veda, the primordial 
source of the Tantric knowledge, a distinctadmixture of Aryan and Non- 
Aryan elements of Hindu culture, was then an established fact. Mantras 
are Vedas and Tantras the secret formulae expounded and elaborated 
in the Sectarian Samhitas. Naturally, therefore, worship in India 
had two distinct forms—the Vaidiki and Tantriki. A third type the 
Misra also arose—vide Bh: P. 27. 7. ‘Vaidikastantriko misrah iti tribidlio 
makhah'. While sacrifices, offerings in fire, were characteristic of Vaidiki 
Puja, Tantric-cult and its ritual developed Yantra-devices and so many 
other.complications as well (ef. -Pratima-Vijnana ch. 7). The Mista 


the mixed one; may be classified as Pauranic worship where Upacaras 
are a special feature - . 


i र The word 'lantra.also means a Sastra and it naturally, therefore, 
UE is associated with religio-philosophical. systems of a particular sect 

m, Vaisnavism or Saktism. Those propounding the tenets of 
 Saivism are, called the Agamas, others of ` Vaisnavism and Saktisra 
Tq the Pancaratras and Saptaratras respectively. As time passed, Tantras 
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came to be entirely associated with the Sakti-cult—Saktism— 
and a brief resume of this cult along with Tantri 


to, in writer’s Pratima-Vijüana ch. 7 


however, 


cism may be referred 


Now Tantras as an iconographical source are really of very far- 


These unfortunately have not yet been tackled 
Many medieval religious digests have been based 
on Tantras. A very interesting work of this character is 
Sara’ of Krsnananda Agamavagisa, 

from various Tantras like Rudra-yamala, 


reaching importance. 
and studied properly. 


‘Tantra- 
It contains extensive quotations 
Brahma-yamala, Kubjika-mata. 
Sarada-tilaka and others ; many of these contain dhyanas of Tantric 


gods and goddesses, which help to explain their iconographical 
features. i 


The list of the Tantras is also very formidable [Vide *Hindu Science 
of Architecture Vol. I (Hindi) p. 22]. Tantras like Hayasirsa is full 
of iconographical material and a critical study of this great work can. 
throw, a flood of light on the different branches of Brahmanical Hindu: 
Iconography. Its chief contribution is its non-sectarian treatment. 

Silpa-Sastras.—Now comes the turn of the ilpa-§Sastras. The 
number of this class of architectural-proper treatises (Puranas, Agamas, 
etc. being non-architectural treatises) is very great. We will have, there- 
fore, to take only the representative ones into our account here with one 
or two exceptions. We khow—vide Vol. I. ‘An outline of Vastu-vidya’— 
that there were two schools of Indian Architecture, the School of Maya, 
the Southern or Dravidian School, and that of Visvakarma, the Northern 
or the Aryan or Nagara School. The respective texts of both these 
schools are already tabulated —vide Hindu Science of Architecture Vol. I. 


(Hindi), Page 21. Among them the following will be briefly looked into . 
here as they are representative works on this side-branch of Architecture 
showing phases of development of the iconographical art:— ३55 


Southern. Tr Northern. E 
I. Visvakarma-prakasa-cum- Silpa, > 
: Me 2. New Viévakarma Vastusastra 
° an 2 ES = yee 2 
: Kasyapiya-Amsumadbheda 3. Samarangana-Sutradhara m 
4. Agastya-Sakaladhikara 4. Aparajita-Pracchá | 2s dec 


a =, - Rüp-mandana. 
5. Srikumara's Silpa-ratna. Gp ul 


i authoritativ 
i ient treatise and the most au e 
Mayamata.—lt is an ancien E E ! 
text on the Dravida Vastu-Vidya. A Bue की examina! E: 
treatise and its author has been made ee 
iconographical details are limited to Hogans s « 
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as the most standard, rather the fountain-head, of a 


Dr. P. K. Acharya. This contention of the learned Doctor is no more 


tenable and a detailed examination is attempte 
Sastra’. ‘Of the seventy chapters of the Manasara; the 


the next forty-two deal with architectural: 
and the last twenty are devoted to sculpture, where sculptural: 


History of Vastu- 
first eight are introductory, 


matters, 


—_—o qu 
- 3 
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a is more complete a treatise and it is regarded 


llthe Silpa-texts, by 


din the Vol.I ‘Outline 


details of idols of deities of the Hindus, the Buddhists and the Jains, 


statues of great personages and images of 


These are :- 


I. 


3 Tri-murti-laksana-vidhana 


~ N.B 


०० BL 
(The Triad—Brahma-Visnu- 
Siva) i 
Linga-laksana .. 52 


Pitha-laksana-vidhana .. 53 
Sakti-laksana-vidhana ,. 54 
(the female deites) i 
Jain-laksana-vidhana .. 55 
Buddha-laksana-vidhana 56 


_ Muni-laksana-vidhana .. 57 - 
. Yaksa-vidyadhara-vidhana58 
. Bhakta-laksana-vidhana.. 59 


Vahana-vidhane--H amsa- 
laksana UCONN 


£ A 


expounded i 


animals and birds are given. 


Garuda-laksana-vidhana 61 i 
Vrsabha-laksana-vidhana 62: 
Simgha-laksana-vidhana 63 


Pratima-vidhana .. 64 


` Uttama-dasa-tala-vidhana65 


Madhyama-dasa-tala- 


vidhana .« 66 
Pralamba-laksana-vidhana 
(The Plumb-lines) 67 


Madhu-cchista-vidhana.. 68 


(The casting of the image). .. 
Anga-du;ana-vidhana .. 69. 


Nayanonmilana-vidhana 70 


_ (The chiselling of the eye) 


Thre are some more chapters having their intimate bearing 
on this subject viz. Ratha-laksana (43), 
 Kalpa-vrksa-vidhana (48), Abhiseka-laksana and (49), Bhusana-lak-ana ` 
_ (50). Here in the last chapter the subject of decorations of the images, 
. especially the headgear, is described i 


Simhasana-laksana (45) 


y be remarked here that astudy of the contents of these 
on Iconography will reveal that the scholars have not given 
s thought to a very specialized treatment of the sculptural 
the pages of this one of the most popular texts 
Jr. Acharya, one of the.two pioneers (the other 
Ess y n Hindu Architecture) .did not care to 


> 
F 
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"Manasara' (the essence of Measure- 
ment) is the key-note of the treatment of the subject. 


is neither a Rsi—the author of the work—nor a title without significance, 
1६.15 proportions—the different and detailed canons of Measurement 
that are life and breath of this work. The so-called barbarous 


also architecture. The very name 


To me, Manasara 


gh oral transmission by 
Naturally it got corrupted. 
distinct character of this 
€ canons of measurements. 
Agas tya-Sakaladhikara.—This t 
(‘Sakala’ means an icon). 
aryanized the Dravidian coun 


reatise is exclusively on sculpture 
Its author is the hoary sage who had 
try. He is frequently cited as an authority 
onarchitecture. The text being in the line of the Agamic tradition of 
worship and the object of worship being the great God Siva, only Saiva 
icons form the subject-matter of this treatise. 


The following chapters 
will show this bearing : 


(2) 1. Manasamgraha 6. Vrsabha-vahana-laksana 
: 9. : Uttama-dasa-tala Te Tripurantaka-laksana 
3: Madhyama-dasa-tala 8. Kalyana-sundara-laksana 
4. Adhama-dasa-tàla 9. Ardhanarisvara-lak:ana 
5. Pratima-laksana * 10. Pasupati-laksana ` 
6: Vrsabha-váhana-laksana 11. Bhiksatana-lak;ana 
7: Natesvara-vidhi 12. Candesanugraha-laksana 
BR g: Sodasa-pratima-laksana 13. Daksinimurti-laksana 
9. Daru-samgraha I4. Kaladahana-laksana 
Io. Mrt-samskara 19. Pratima-laksana 
` 11;  Varna-samskára (c) 20. Upapitha-vidhana 
(b) i. Mana-samgraha-visesah 21. Sula-mana-vidhana : 
^ e. Uttama-daga-tala 22. हा a 
3. Madhyama-dasa-tila CPs 
4. Somaskanda-laksana 23. Varna-samskara 
5. Candra-sekhara-laksana 24. Aksimoksana. 


3d N. B : These a, b, c, denote the different GO in the 
different manuscripts ; Chapts. 15-18 apparently missing. 
"' Agastya's and Kasyapa’s treatises, to all UAE and purp 
are identical and so both of them cannot be deemed "नश 
Between the two, Kasyapa’s work is not only more auth: pu 
copious and complete, but also much more popular mong the artisan 
ofthe South. Itis their hand-book and, there 
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representative work. : I have written a tew words on Agastya's work, 


my veneration to the hoary sage 


Kasyapiya Amsumad-bheda.—Amsumad bheda of EN 
one of the largest text on Vastu-Sastra. It deals with sculpture poni ela- 
borately than the Manasara. Ithas devoted as many as thirty-nine Fo | 
to sculpture in place of some twenty chapters of Manasara à | 
freatise is the follower of the Agama by name, and the Saiva-icons (Ed the 
special attention 1n the Agamas, the Saiva-icons are predominant here | 
as well. Its delineation on the Tàla-measure is another speciality The 


following chapters reveal this fact: 


te Sapta-matrka-laksana .- 46 I9. Gangidhara-mirti-lakgana64 
2. Vinayak-laksana .. 47 20. Tripura-murti-laksana .. 65 
3. Parivara-vidhi ०० 48 at. Kalyàna-sundara-laksana 66 
4. Linga-laksnoddhara — .. 49 22. Ardhnaarisvara-laksana.. 67 
5 Uttama-dasa-tala-p u r u s a- 23. Gajaha-mürti-laksana .. 68 
mana .. 50 24. Pasupati-mürti-laksana.. 69 
6. Madhyma-dasa-tala-purusa- 25. Kankala-mirti-laksana.. 70 
mana FON 26. Haryardha-Hara-laksana 71 
7. Uttama-nava-tala .. 52 27. Bhiksatana-murt-laksana 72 
8. Madhyama-nava-tala .. 53 28. Candesanugraha 5o 78 
9. Adhama-nava-tala 2.54 29. Daksina- murti-laksana .. 74 
10. Asta-tala +» 55 go. Kalaha-murti-laksana .. 75 
II. Sapta-tala .. 56 31. Lingodbhava-laksana  .. 76 
12. Pitha-laksanoddhira .. 57 32. Vrksa-samgraha 21:277. 
19. Sakala-Sthapana-vidhi .. 58 33. Sula-laksana : 5 78 
14. Sukhasana ..59 . 34. Sulapani-laksana- .. 79 
15. Sukhasana T3 ०० 60 35. Rajjubandha laksana .. 80 
16. Gandrasekhara-murti- . 36. Mrt-samskara-laksana 81 
laksana ~... 61 ^ 37. Kalka-samsakira-laksana 82 
17. Vrsabha vahana mūrti- ` 38. Varna-samskara-laksana, 83 
laksana . . "4.62 — 39. Varna-lepana-medhya- .. i 
18, Nrtta-mürti-laksaņa `.. 63 laksana .. 84 
Silparatna : : à Š 


Silparatna ‘of Srikumara is a later ` medieval southern text on 
Vastu-Sastra. This is a highly useful work on Icónography and is very 
comprehensive, dealing with practically-;all classes of icons—Saiva, 
Vaisnava, Sakta and others belonging to Pancayatana groups, along 
with the images of miscelleneous deities as we’ have. seen in Visnudhar- 

ottaram. The Silparatna, from the point of view of the historical 
development of the art, is the fourth representative work on the southern 
or Dravidian Style of Architecture and Sculpture. 


, Mayamata,. 
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Minasira, Amsumadbheda and §ilparatna, all these four texts of the 
Dravida Vàstu-vidyà epitomise the four stages of development . of the 
art. Inits infancy the art was symbolic, the worship, for which the 
service of the art was employed, too was symbolic. Naturally therefore the 
worship of the phallic emblem and the manufacturing of the linga and its 
pedestals were the initial stage of development. This is what Maya- 
mata portrays. Now apart from the linga-puji and linga-icons, the 
worship of other deities, particularly the "Triad—Brahmà, Visnu and 
Mahesa and the icons of this famous Trinity, along with their vehicles— 
Hamsa, Garuda, and Vrsabha, were in vogue. This was the second stage 
of development, as is manifest in the pages of Manasara. The third stage 
was a bit fanatic and its adherance only to a particular god, viz. Siva, 
become an established canon, both in art and religion. This is what 
we understand by the perusal of Agastya's, or Kasyapa’s works. This 
antithesis brought a synthesis as a natural course, as is evident from 
Silparatna, a work of broad catholicity and tolerance, depicting the 
universal reverance not to one class but to all the classes of deities and 
their icons. 


Srikumara lived at the close of the 16th century and compiled this 
work on the authority of the vast Silpa-literature at the instance of Deva 
Narayana, ancient ruler of North Travancore, as is evident from textual 
quotations. ‘Thus it is not far from the truth that Silparatna is the 


culmination of Dravida Vastu-Vidy4 and Dravidian style of arts; mirror- 
ing exuberant growth of Gopura-Architecture of towering height. and 
magnificent imposure as well as the fullest development of Hindu Icono- 
graphy in all its remifications having no particular sectarian bias, the ae 
characteristic feature of the earlier texts like the Sakaladhikara and 
Amsumad-bheda. The only criticism against this renowned texts is its 
copying the material verbatum from the Agamas. A perusal क the 
Pratimalaksanas (cf. The Appendices ahead) will convince us of this fact. 


Let us now give the tabulation of the chapters (vide S. R. Pt. I) to | = 
support this estimation made above : zi 


Chapter I—It is titled 'Bimbadisadhana-vidhi. The 
with the preliminary matters like astronomical calculatior 
work of fashioning the phallus and the collections of th 
are to be undertaken. Further details are the seven-fold 


oficons, examination of the stone to be emplo 
defects (Sila-dosa). Then are described the di 
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~‘, Chapter II—entitled ‘Linga-laksana’ firstly (i) deals with Sukhasanadi 
18 special varieties of Lingodbhava-Murtis, then are described— 
(ii) Linga-vikalpa—the generic (vi) Sarva-sama-linga 
ones (vii) Sarvatobhadra, etc. 
(iii) Linga-Pramana (viii) Linga-Pitha and the 
(iv) Lauha-Linga-vidhi avoidance of chhaya-dosa 
(v) Linga-bheda (ix) Other details of linga and 
o " 
(x) Bana-linga-vidhi. | 
Chapter III—entitled ‘Laksanodhara-vidhi’, deals with the further 
details of Linga-constructions, along with their pedestals, the yoni, etc. 
Chapter IV—entitled ‘Pratimotsedha-vidhi’: deals with the different 
heights of the idols of different categories and incidently touches the 
Tala-measures. 
Chapters V to XV—all deal with the different varieties of the Tala- 
measure—beginning from the Uttama-dasa-tala, ending in Catus-tala. 
Chapter XVI—entitled ‘Kiritakatakadilaksana’ deals with the 
ornaments, hand-poses, drapery and weapons, implements, etc. and the 
list is as follows: 
; Urah-sutra. Sara. 
' Kirita. Canna-vira. ^ Tanka. 
Kundala. Graiveyahara (necklace). Mrga. 

|- Graiveya. © Aksamala. Cakra. 
Kataka. | Skandhamala. Sankha. 

- * Keyura. Kati-sutra. Damaru. 

" Mudraka. Jalaka. ` Kamandalu. 
; : Bhujanga-valaya. 

: --Warda, etc. hand-poses Bastram—the clothes. Padma. 
Yajüyopavita Dhanu. Nala. D 
Chapter XVII—entitled "Sulasthapana-laksana', delineates upon the 

installation of the Sula, the characteristic emblem of the chief deity. 

It describes it in connection With both the male and the female deities. 

e Chapter XVIIL—'Rajjubandha-laksamam', is also technical in. 

prescriptions of the moulding out the icon. 
Chapter XIX—'Mrllepana-vidhi'—deals with clay-coating, etc. 
E ] Chapter XX—entitled *Devi-Kumara-laksanam', describes icons «f 
Devi and Kumara. 
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Chapter XXI—Vahana-laksanam’ describes 


like bull, horse and elephant. 


the animal-vehicles 


Chapter XXII—is devoted to the: Saiva-icons and deals with the 
following varieties of Siva images. 


Sukhasana. 
Somaskanda. 
Candrasekhara. 
Vrsarudha. 


Nine Nrttamürtis. 


Gangadhara. 
Tripurantaka. 
Kalyanamirti. 
Ardhanarisvara. 
Gajaha-mirti. 


Pasupata. 

Kankala. 

Harihara. 

Bhiksatana. 

Candesanugraha. 

Dharma-vyakhyana- 

daksina-mirti, —— 

Vinadhara-daksina- 
mürti. 

Jnana-daksinamirti: 


Yoga-daksinamirti 
Kalari. 
Lingodbhava. 
Sripancaksari 
Rudras. 


Mrtyumjaya. 


Saivastaksaram, y 
Daksinamürti. 

Aghora & Kinnasrasiva 
& Sadyojata, etc. etc. 


Chapter XXIII—deals with Vaisnava icons in the following heads: 


Astaksari. 
Gayatri. 
Srikarastaksaram. 
Sudarsanam. 
Nrsimgha. 


Kartavirya. 
Sripaücamrtam- 
Santanagopalam. 
Tadbhedah. 
Avahanti. 


Vidarana Nrsimgha. Purusasüktam. र 
"Tadbheda-Sadaksari. Laksmi-Narayana. 


Varaha. 
Caturaksari. 
Dhanvantari- 
Tadbheda. 


Cnapter XXIV—deals with the different forms of Devi-Murtis espe- 
cially Durga the presiding Goddess of the Saktas 


1 -Muladurga.. . 
Bhuvanesvari. 
Vagisvari. 
Sri. 

. Tvarita. 

-  Dhumavati. 


- Kal ses 


. Bhelakhi. 
: Matangi. 


Dvavismantyaksari. 
Viméantyaksari. 
Tadbheda. 
Hayagriva. 


anadurga. 
Trailokya-mohini. 
Indrani. 


Srirámasadaksari, 
Ramadhyana. 
Gopalakabheda, 
Astadasaksaribheda. 
Vasudevadi catuskam, 
Kesava etc. 
Visvarupa. © 

The weaponsand their 

places in worship . 

Astada$aksari. | 
Tadbheda, 
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Chapter XXV—deals with other miscellaneous deities amal they are: 
Indra. Bijaganapati. Kama. Trivikrama. y 
Agni. Heramba. Virabhadra. Matsya-murti, 
Samvadagni. Bala-ganapati. Hanuman. Kurma. 
Samardhi. Subrahmanya. Garuda. Prabha. 
"Raksohagni. Nagayaks1, Asvinau. Brahma. 
Yama. Sasta. Pitrs. Kumara. 
Nirriti. s Satyaka. Apasaras. Nagas. 
Varuna. Saktiganapati. Saptrsis. Asuras. 
Vayu. Laksmi-nara- Ekadasarudras. Danavas. 
Dhanda. yana. Ksetrapala. Pisácas. 
Soma. ` - Ardhanarisvara. Vamana. Vetalas. 
Brahma. : Samkara-nara- Nrvaraha. Navagrahas. 
Sesa. : yana. Nrsimha. Grdhras. 


Mahaganapati. Surya. 

Chapter XXVI—entitled ‘Bimba-dosa-laksanam’ describes the 

defects of the Image both of a male and female deity from head to foot. 
; Chapter XXVII—entitled ‘Pithadi-laksana’ gives details of the 
. pedestal on which the image is to be placed in all its parts in accordance 
with the different styles and shapes and other architectural and sculp- 
tural canons on this important iconographical subject. 

Chapter XXVIII—entitled ‘Pratistha-Vidhana’deals with the install- 
ation of an image and the connected ceremonialsas wellas the digging 
up of the pits—the kundas, etc. etc. 

Chapter XXIX—entitled ‘Jirnnoddhara’ is an ancient institution 
both in connection with temples and their idols and the procedurial details 
are described here at greater length. 

Chapter XXX—entitled ‘Linga prasada-karana’ is a new problem for 
an iconographical treatise. An Arsa or Paurusa or Svayambhuvai.e. a linga 
rose by itself or founded by a Rishi, or a man orif found out in a forest, it has 
to be installed in a proper temple. The details are given how to do it. 

Chapter XXXI—entitled "Manusyalaya-laksanam? is not clear why 
the topic of the secular architcture cropped up here. The whole of the 
2nd part of Silparatna as edited and published in Trivindram Sanskrit 


Series is devoted to Iconography. The chapter on house-architecture, 
therefore, seems to be an inter 


graphical character, as they deal with the different kinds of wells 
(vide XXXIT) 3 Seats (Asana) cots, fans, conveyances and yantras like jala- 
yantra, Ikgu-yantra, Nadi-yantra, etc. (the subject matter of XXXIII); 
the rules of the wages of the artisans, vide XXXIV and the last XXXIV 
incidently again deals with dhanu, etc.—the Weapons, Panes 
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Visvakarmiya-Silpa.—Let us now take up the northern or 
Aryan texts. Amongst them first and foremost consideration goes to the 
treatises going by the name of Visvakarmi, the Architect of the Devas, 
and the founder Acharya of the Aryan Vastu-vidya, having got it from 
Brahma, the Creator of the universe. In Hindu mythology Brahma and 
Visvakarma go together. From the architectural point of view the couple 
is complementary to each other. Brahmi is the Sthapaka Acharya, 
Visvakarma is the Sthapati Architect. One conceives, the other executes. 
Every creation isa planning before-hand. Creation too is a pre-planned 
act—the Manasi Srsti. Even today before building-operations are 
started, the planning—engineering or overscering—is an essential pre- 
requisite. Origin of the Vastu-sastra from the Primordial Being, the 
Pitamaha, is a very interesting story and the readers are referred to the 
Vol. I. of these studies. 


Though Visvakarma’s work is the most popular treatise, there seems 
to have been more than one title to his work—Visvakarma-prakaéa, 
Visvakarma-vastu-sastra, Visvakarmiya-silpa, Visvakarmiya-silpa- 
Sastra. The one designated as WViSvakarma-prakaia and published 
by VenkateSvara Press, Bombay (1952 sambat), is devoted purely to 
astronomical-cum-astrological and architectural matters ; while the other 
bearing the title Visvakarmiya-silpa, is chiefly sculptural. Dr. Tarapada 
(cf. A study of Vastu-vidya) takes both these treatises separately and 
thinks of them belonging to the two different schools of Vastu-vidya— 
Nagara and Dravida. In my opinion it is not right. In my own view 
the two versions form in fact the complete treatise, and this contention 
is supported by Dr. Acharya (H. A. I. A. P 169) also. 


A special feature of this latter compilation namely Visvakarmiya- 
silpa is that it is written in Tantric style, having Siva as its narrator. 
The contents are classified under the following 17 chapters : 2 

(i) Visvakarmotpattih karma-visesa-bhedena vyavahrta-taksak 
vardhakyadisabda-vyutpattisca. ज्ज्य 

(४) Satyadi-yuga- jata-naroccata-pramanam, 
prastarena va deva-pratima-nirmane. 

(wi) Taksakasya garbhadhanadi-sams: s 
kathanadi ca. - , 


(22) Siva-lingadi-prati stharth: 
(०) Graha-pratima nirmane: 
manadi c न 


| (si) Ratha-ni 


ea MÀÀMÀ MÀ 
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(vii) Ratha-pratistha-vidhi. 
(viii) Brahmi Mahesvaryadinam svarupadi-varnadi. 
(ix) Yjnopavita-laksnam. 
(x) Suvarna-rajata-munjádi-nirmita-yjüopavita-kathanam dig- 
bhedena-devasthapana-prakaradi, meru-daksina-sthita- 
hemsilakathanadi, 
(xi) Lakgmi-Brahmi - Mahesvaryadi-devindradi- dikpala-grahadi- 
murti-nirmana-prakara. 
(xii) & (xiii) mukuta-prakaradi. 

(xiv) Sthavarasthavara-simhásana-nirmana-prakaradi, punarvise- 
sena kirita-lalata-pettikadi-nirmana-prakarah, Devatayah 
mandirasya ca jirnoddhara-prakara. 

(xv) Linga-murti-mandira-dvaradi-kathana. 
(xvi) Pratima-mirti-mandira-dvaradi-kathana. 


(xvi?) Vighnesa-mirti-mandiradi-nirmanadi-vidhi. 


New Visvakarma-Vastu-Sastra.—This is a newly discovered 
manuscript in the Sarasvati Mahal Library Tanjore. It is expected to 
come out very soon. It contains as many as eighty-seven Chapters Vide 
Silpa-samsara Januacy, 1955. A detailed analysis of its contents has 

/ been attempted in the rst volume of these studies—Hindu science of 
Architecture, 


Samarangana-sutradhara.—It is a medieval treatise by the pen of 
the renowned King Bhoja of Dhara, the most celebrated patron of art and 
literature who ruled over Malava in the 11th century A.D. The S. S. 
is a landmark in the development of Hindu Science of Architecture. It 
has not only consolidated the floating architectural lore of this whole sub- 
continent in one single treatise, evolved out ornamental style of its own 
the Lata style, the Gujarata school (though it does not speak of 
it by this name), but also it had prepared the ground for the evolution 
of a composite All-India-Hindu-Style. This is one great contribution to 
ats credit. Further again its delineations on Practically all the branches of 
Vastu-Sastra e.g. Preliminary matters like engineering and overseering etc., 


middle class people, the Salā- 
s architecture—Temple-archi- 
ainting (both religious and 
branch of artistic traditions) 


tecture; Sculpture (Iconography) and P 
secular (cf. the medieval tendencies in this 
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and the Arts like Yantra-ghatana—construction of machines and the 
Sayanasana—the construction of household furniture, are its unique 
features not to be found elsewhere. In the rst volume of these studies a 
detailed examination of this great text has been already made, as a matter 
of fact the whole study in about a dozen volumes is primarily based on 
this renowned standard text. 


Now coming to its treatment of the subject of Icnonography it 
may be remarked that it is neither exhaustive nor copious in comparision 
to its treatment of the subject of Architecture both secular and religious, 
nevertheless, it has introduced some new elements in its iconographical 
prescriptions not to be found in other texts. The Rasas and Rasa- 
drstis, the Mudras, the Canons of Pictorial Art—are some of the novelties 
of the text and we shall presently see all these treatments of the text 
in their respective chapters ahead. 


Aparajita-praccha.—The A. P. is also a medieval treatise like the 
S. S. and it isin a way contemporary of the Samarangana-sutradhara, 
though the S. S. is decidedly anterior to it (vide the rst volume where a 
detailed discussion on the date of this work is attempted). Though not so 
standard a compendium as the S. S., the Aparajita-praccha of Bhuvana- 
devacarya, to some extent, is complimentary to the S. S., as its delineations 
upon the sculptural details having the background not only of the Puranas 
and the Paficaratra-texts but also of the Agamasand Tantras, betokening 
the influence of the Dravidian canons of Indian architecture and 
sculpture as influenced by the Saivite traditions and Agamic and 
Paficaratric ritualism and metaphysics, show. The writer has attempted a 
detailed introduction along with an outline of its contents chapter-wise 
to this important and representative treatise ofthe Northern school of 
Indian architecture and sculpture in the 15६ volume of these studies and 


therefore a repetition here is not desirable. 


It may be noted that while the S. S. is more and solely wedded 
the Nagara school, Aparajita's leaning towards the Dravidian ० 
its special characteristic. Like the Samarangana, the Aparaji t 
a confluence of the two streams where a Sangama of All India lom- | 
posite Hindu style has taken place. Both the streams are running 
parallel here. 


With this general कका te wo 
its iconographical contents. © he Econ 
Aparajita are not only exhaustive and 

" L प्र 7 ; - 7 
described practically all the 


rk, let 
aphic 
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Vaisnava, Brahma, Ganapatya, Saura and Sakta--the whole of the 
Pancayatana. Not only the Brahmanical images but also the Jain ones 
are included in the broader purview of this magnificant treatise. 
Other details like Iconometry and Iconoplastic art, would be examined 


in their proper places ahead. Here a brief analysis is attempted of all 


the icons described in this illustrious work. 


‘ I. Saivalcons—4. The Lingas.—Sutras 196-207 and pages 505-32. 
The theme of Linga—its origin, its importance as a cosmic principle 

and other allied topics of worship as wellas the manifold classifications 
etc. is very elaborately dealt with, in as many as twelve chapters, under 


the following headings : 


1. Brahma-Visnu-samvade-lingotpatti—the origin of Linga. 
2. Lingárcana-vidhi—the worship of Linga. 

Bo Ratnaja-linga-pramana—Linga-icons of precious stones. 
4. Astalohamaya-linga-nirnaya—metallic icons of eight-fold 


1 


varieties. 


5. Daruja-linga-nirnaya—Wooden Lingas and their nine varieties. 
and the different species of the wood fit to be employed and their indivi- 
dual characteristics. 


6. Sailaja-linga-hastangula-pramana-nirnayah—stone-lingas, their 
proportions and their thirty-three varieties. 


7 Sailaja-ghatyadi-nirnayah—a detailed description of the diffe- 
rent parts of the Linga and their nomenclature, etc. 


8. Linga-pariksa—Examination of Linga, its substances, the suddha 
. Linga, the auspicious and inauspicious signs, the defects—those resulting 
— from Salyas (the wounds) and the Mandalas (the rings). 


wog eneral classifications—Vyakta, the manifest and Avyakta, the 
mong the Vyakta varieties follow the two divisions of 
rnt-clay and those of unburnt one. As regards the 
the traditional and time-honoured the five-fold 

-linga also is touched upon. 
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ir. Bana-Linga.—the theme is continued—origin, etc. and I4 


varieties. 


12. Pithika-laksana.—the characteristics of the pedestal of a linga 
and its ten varieties. 


Saiva Icons—B. the Anthropomorphic Forms-— sutras 208 
and 213. 


1. Nandisvaralaksana, along with the laksana of Candanatha. 


2. Ekadasa-Rudra-lak ana—the Elevan Rudras beginning with 
Sadyojata and ending in Mahadeva along with Dvadasa-kala-sampurna- 
Sadasiva ; 


3. Then follow the icons of Ganesa, the Ganapati and the com- 
posite mürtis like Harihara-murti, Dhanvantari-Susena, intermingled 
with Svamikartikeya and Vaidyanatha. 


4. The Sutra 213 describes various classes of icons such as Dik- 
palas—Indra, Yama, Agni, etc. and the Pratiharas of Siva and. their 
assignment in their respective quarters ; at the end of this Sutra are 
given Tripurántaka-laksana as well as some other composite images 
like Ardha-narisvara, Uma-mahesvara, Krsna-Sankara, Hari-Hara- 
Pitamaha, Hari-Hara-Hiranyagarbha, Candra-Arka-Pitamaha, etc. 


II. Brahma and Saura Icons.—Sutra 214. 


Aparajita’s classification of Brahma Images is a bit innovation. 
Pitamaha, etc. are told in accord- 


Later follow the Sun-images 


Varieties like Kamalasana, Viraüci, 
ance with the different Yugas, the Ages. 
along with the nine planets, the Navagrahas. 


III. Vaisnava Icons.—Sutras 215-219. 


the Vaisnava Icons, the author of the Aparajita, first 

to the Visnu-images, 
known as Sthanaka, 
nd the Sayanarca-pari- 
n with Vahika-krama, 
al Image, ina Visnu- 


Introducing 
takes up the preliminary matters intimately related 
especially the Vaisnava Dhruva-Beras what are 
Sayana, etc. forms, t.e. Urdhvasanarca-parikaraa 
kara, together with the five-fold Archesin connectio 


os, (Ci 
the external ornamentation pertaining to the ens à Venim 
Shrine. Then are described the four Primary iorms— Va " 


> i ir trikas, the 

Samkarsana, Pradyumna and Aniruddha, along with Ec E es 
sar ETUR 4 

triads—thus completing the twelve pe A etc. and 

incidently describes the Dvaravati, its five chandas— : " 
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then, its different varities and their linking up with the aforesaid 

: t टू ; mn 
four primary forms. Afterwards are taken up the Krsna-icons, the 
primordial from—the Vasudeva and other forms, such as Adi-varaha, 
Vaikuntha, Visvarupa, Ananta, Trailokya-mohana, Kesava—Jala-sayi. 


In the end are taken up the Visnu-pratiharas. 


N.B. The Sutra 220 enumerates eight Pratiharas, the Gate- 


keepers of all the principal deities—Brahma, Surya, Ganesa, Gauri (i.e 
Dvarapalikas) Candika and Vita-raga, the Jina 


IV. Devi Icons. —Sutra 222-23. 


The Sutra 222 describes 12 images of Gauri and then takes up the 
Panca-lahyà-mürtis (I:Lahya' means the nomenclature beginming with 
letter १) Then are described Nava-Durga-mirtis, begining with 
Mahalak mi and ending in Hara-Siddhi. In the Sutra 223 are 
described other Devi-mürtis such as Camunda, Katyayani and the 
Sapta-Matrs. 


V. Jain Images 


After this famous Pancayatana is elaborately dealt upon, the 
author does not forget the Jain Images which are more or less 
improvished on the Brahmanical images. Among the Jain images the 
twenty-four Tirathankaras, along with their Sasana-devas, the Yaksas and 
the Sasana-devikas, the Yaksinis are only delineated upon and others 
like Sruta-devis or Vidya-devis, etc. are left out as unimportant. As 
regards the Buddhist images, the author perhaps could not cherish them 
being alien not only in conception (cf. the Yabyum of Tibbet) but alsc 
anti-Brahmanical and so are ignored altogether. 


Rupa-mandana— It is a historical treatise from the pen of Mandana 
or Sutradhara Mandana of Malava. It is also an important work on Ico- 
nography. The word Rupa or Bimba or Bera all signify icons. Mandana is 
stated to have been in the employ of King Kumbhakarna of Medapatha 
and husband of Mirabai. According to Tod, this king ruled over the 
country of Mewara from A. D. 1419 to 1464. It is, therefore, 
post-Samarangana and mirrors some of the later phases of development 


of Hindu Iconography. Hence its position asa representative treatise 
may not be disputed. 


‘Several works attributed to Mandana, the son of Sriksetra, both 
of whom flourished in Mewar during the reign of Maharana Kumbha 


are of a great importance in this respect, Mandana, a reputed artist 
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among them  Hemadri's Caturvarga-cintamani and Gopalabhatta’s 
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of his age, had his own statue as well as those of his two sons, Jaita and 
Saita, carved in relief inside the dhvaja-stambha raised under the orders 
of the said Maharana, his Patron, in honour of the great god, 
Samiddhesvara §iva, whose temple was erected by Rana Mokal near 
by Chitorgarh. Mandana is said to have composed or compiled several 
works on art and architecture, two of which are specially connected 


with our subject. These are Devatamürti-prakarana and Rüpamandana.' 


It may be noted that the Devatamurtiprakarana draws mainly from 
South Indian works like Mayamata and Silpa-ratna. The borrowings 
from Puranas are also there.. Dr. J. N. Bannerjea regards Rüpa- 
mandana as more authoritative and therefore it may be classedas a repre- 
sentative work. It may however be noted that Mandana is a great 
borrower. A persual of the Pratima-laksanas will convince us that he has 
simply verbatum taken from mainly the Aparajita-praccha. 


Now as regards the Paddhati-class of works and the Dhyanas and 
Sadhanas, a tabulation need not be attempted here for want of space 
as well as for brevity's sake. It may benoted however that these Paddhatis 
having an abundant iconographical material are also very important in 
elucidating the growth and strides of development of this side of 
religious trend—the ritual of image worship—and the corresponding 
religious art, the Iconography. There are a good many of them and 


Haribhakti-vilasa are very important. The Vrat-khanda of Hemadri’s 
monumental work contains numerous extracts dealing with the iconograph- 
ical features of a really formidaable host of gods and goddesses belonging 
to the pantheon of different Brahmanical cults. Gopala Bhatta’s work as 
the name indicates, is chiefly a Vaisnava treatise. Both these works are 
also remarkable for their mentioning of the sources from which they 
quote—the Purnanas and Pancaratra works. Similarly, paddhatis 
like sana-siva-gurudeva’s and Mantra-mahodadhi, etc. are also of 


sustaining interest. 


The Dhyanas are scattered practically in all religious digests. The 
Sadhanas are a special class of works belonging to Vajrayana-Buddhism, 
(Vide Sadhana-mala) fully made use of, by Bhattacharya in his Indian. 
Buddhist Iconography. ‘An anthology of Pratima-laksana’, appended A 
with this work, will give due space to these Dhyanas and Sadhana 


B. SCULPTURAL SOURCES 


With these observations on the literary sources (t 


—— ————— NNN Ue 
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Hindu Iconography, letus very 
(the Sthapatya) the second line of investigation. I have purposely 
used the second word, the Sthapatya, to hint at its wider field 
of enquiry. It may include not only the stone-images, wooden 
ones or the clay icons, but also the images on the coins and the seals and 


briefly introduce the sculptural ones 


so many other terracotta figures and figurinensas found in the remotest past. 
To put it in one word all that goes by the name of Archaeological data 
can be easily included in the broad scope of sculptural traditions of this 
country where the services of not only the stone-mason, wood-carver and 
the potter but also those of the metal-caster were employed by the 
numerous religious-minded people of India. Among metallic images 
(those of gold, silver, bronze etc.) the images on ancient coins and. seals 
presuppose the flourishing metal-casting art of India. Hence all these 
data provide a facinating field of enquiry to reconstruct not only the 
sources of Hindu Iconography but also its rise and development. 


Dr. J.N. Bannerjea in his monumental work *Development of 
Hindu Iconography', has very ably utilized the archaeological data of 
inscriptions, coins and seals in relation to the development of 
iconic cult and the iconography. As regards the sculptures (the 
stone images) found in the different parts of theland, mainly on the temple 
sites and cities, these have not been satisfactorily studied from this 
angle, though some purvacaryas like Smith, Havell, Brown, Kramrisch, 
CRAT Gangoli, Bhattacharya, to mention a few of them, have treated this | 
3 subject in their own way. But as the writer is more concerned 


with thecanons of theart rather than the monuments, these artistic studies | 
unless coordinated with canonical ones, are only half done. In our opinion 
: - it provides a very vast field of research and study and scholars interested 
x E. very paying branch of Indology may takc up this study not only 
from the point of view of the monuments but also from canons as well. The 


author has setup this ideal, though it is not very easy to correlate the 


of the synthetic sttudy 2. e. correlation between the 


the literat Fo 
e ree re on the subject may be proceeded with his- — — 


18 very valuable in 


oo 


= 
E 
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iconology therefore may be considered to be the progenitor of the later 
iconography as set out in both the sources of Art and literature. The 
descriptions of Indra, Surya, Visnu, etc. as given in the Rgveda are full 
of iconographical features. All these early Vedic iconographical 
elements will therefore have to be valuated ahead when the Pratima- 
lakganas of individual gods and goddesses are attempted. 


After the Samhitas, Sutras also provide a valuable field of enquiry 
to reconstruct an early iconography. Many gods and goddesses have 
been described therein. After Sutra works Mahabharata and Ramayana 
are our very rich literary sources, which also need be studied from this 
angle. Both these great works throw a flood of light, not only on the 
early traditions of image-worship in relation to the yaksas and gods 
and goddesses but also give a valuable hint at the early arcagrhas—the 
caityas, etc. Before the full-fledged temple envolved in brick and 
mortar with its characterstic grandeaur of superstructure, early premitive 
shrines in the shapes of catvaras and caityas were very much in vogue. 
The Mahabharata has a further importance in this respect as it has laid 
down vivid descriptions of some of the popular gods of the time, like 
Skanda (A. P. Skandavan$a) from where we can reconstruct an early 
icnography. All these early literary sources like Samhitas, Sutras and 
epics, unfortunately cannot be shown correlated in the monuments as 
the finds in our possession do not warrant this. In this direction the 
archaeological material likè terracotta figures and figurines found in the 
early excavations on the sites like Mohenjodaro, Harappa, etc. do give 
some clue towards this reconstruction but that has still to be worked 
out satisfactorily before a proper evaluation is attempted. 


After Mahabharta, the different periods of ancients Indian History, 
like Sunga, Kusan and Gupta areclear enough from where we can start in 
reconstructing the correlation between the manuals on the one hand and 


the monuments on the other. 


With this general introduction to this line of investigation, for 
sake let us first take a bird's eye view on the principal 
s characteristic features of the 
give our own lines 


completeness’ 
schools of Indian sculpture as well a 
sculptures of various periods before we oe i 
from which these studies. should be taken up. In Js connection, the 
first thing to be noted in this historical point of view is vec ue e E. : 
is simple and ‘free from the cramping influence of artificia neg am 
are notably realistic ; a desire on the pon ios the arist Me o Am 
faithfully as possible is plainly visible in his work ae, i. 
ment ofthe different limbs particulary the chest and ouuine 0! | 
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whole body are remarkably natural in earliar sculptures. The drapery too 


is very effective and natural. In later sculptures however, there is a 


marked tendency of decorations and arrangements too deviate from a 
natural simplicity and seem to unwieldy effort. The later tendency is also 
represented in the iconographical prescriptions of the later Vastu-texts, 


notably the Agamas. 


Viewing broadly, writers on this branch have classified Hindu 
sculpture in four different schools, representing four different regions 
of India. “The first comprises what Mr. V. A. Smith calls the Mathura 
school. The second school is represented by the sculptures of the 
early Chalukyas of Badami and also those of Pallavas of Kanchi. 
All the three groups comprised within these two schools are marked 
by the same characteristic simplicity and elegance combined with 
much naturalism. The South Indian Sculptures of a later period 
corresponding to the re-established dominancy of the Cholas and 
Pandyas are but the continuation of the Pallava style, and may there- 
fore be canveniently classed with it. The third school of Indian 
Sculpture is the later Chalukya-Hoysal school, which is distinguished 
from the other schools by its extremely florid sytle of ornamentation and 
delicate tracery in details (e.g. Chennakesava: stone Belur). In 
this school convention naturally holds a dominent place; and we 
notice a striking similarity between figures representing the same sub- 
jects, although they may be found in different and distant parts of the 
country; the same kinds of ornamentation, clothing, head-gear, 


posture and grouping may be observed in the same subjects in a 


uniform manner. The fourth school, which resembles closely the third 
in respect of ornamentation and grouping, is chiefly represented by the 
sculptures of Bengal, Assam and Orissa. It is at once recognized by the 


human figures therein possessing round faces, in which are set two 


ue eyes, a broad forehead, a pair of thin lips and a small chin.” — 


^ 


; this classification of Hindu Sculptures with their general 
ract cs in view, lam prompted to remark that all this is very 
i in १७१११ and the fullest estimation of Hindu sculptures. 


ein this realm of Indology where an integration 


the dominant creative urges as well as the | 
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the unfathomed (though not unfathomable) ocean of Indian sculpture 
4 

or better would be the analogy of the vast firmament with innumerable 
shining devas, devis, sages, apsards, gandharvas, kinnaras, yaksas 
= F 5 A fi f re 
nagas, animals, and birds and hence for a comfortable flight 
o 3 


ice : i we need 
some device for our aerial sojourn. 


The first question is: Can we investigate these scattered icons and 
other sculptures and gather them together in groups or styles or orders 
on the basis of the aforesaid integration as we have been able to do, to 
some extent, in case of the architectural remains? The answer may bein 
negative. As already pointed out that the background of Hindu Iconogra- 
phy is the institution of worship and this institution has had manifold 
transformations with the rise of different and divergent cults and sects. 
The rise of iconography, therefore, in our view, is synchronous with the 
cult-rituals. Granted that there were only five principal religious 
schools—Saivism, Vaisnavism, Saktism, Buddhism and Jainism—develop- 
ing their own Theology, Philosophy, Mythology and Rituals and in ac- 
cordance with them for a proper evaluation of the sculptures associated with 
these religious trends, we have to go back to sacred sites. Naturally there- 
forc, all theiconic sculptures scatterd far and wide in the different temple- 
sites to mention a few of them—Khajuraho and Bhuvanesvara in the 
North, Madura, Srirangam, Ramesvaram, etc. in the south can 
conveniently be grouped into two or three groups as the affinity is. bewil- 
dering and evolution too is a result of inter-mixture of one another, 
Similarly the Buddhist and Jain Sculptures can be studied even 
though apparently hetrodox they are really very much influenced by the 
Brahmanical influences. 


Temples and temple-sites or temple-cities are our open museums. 
For a proper sculptural analysis—its origin and development as well 
as their grouping —there can be no better way than te devote a good deal 
of our attention to these sites and attempt a comparative estimation. 
The affinity between Bhuvanesvara and Khajuraho is remarkable ; se is 
the case with Madura. The other sites too will unfold some another vista 
of vision. Therefore in my humble opinion, the study of the temples 
of India is still incomplete. The pioneering lead from this angle has 
already come from that gifted and talented lady, the author of Hindu 


Dr. Stella Kramrisch. We hope such 


T j 
emple (two Volumes), Let us wait for the day | 


volumes can be prepared on one single temple. 
when such specialised undertakings are forthcoming. 
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CLASSIFICATION OF IMAGES IN GENERAL 


As the previous pages of this work maintain that the Iconography 
was intimately related to religion, and religious creeds and sects being 
many, the natural corrolary was that the different religious creeds both 
hetrodox and orthodox gave rise to different sets of icons and images 
Furthermore we have also seen—vide the last chapter (Sources of 
Hindu Iconography)—that this religious upsurge is fully represented 
in the pages of the literary texts. Hence here in this chapter I shall 
try to give the classification of images in general and incidentally dwell 
at length on the variety of Hindu images of gods and goddesses as found 
not only in the sculptures, but in the canons of the Sastras, so that this 
equipment may provide a connecting link between them in the next chapter 
in which the images as described in Samarangana-sütradhara and Apa- 
rajita-praccha as well as other sources which have been taken notice of. 


Now before proceeding with the classification we have to take into 
consideration one fact of fundamental importance that each sculpture 
of an ancient date has a religious history behind it. The religious 
history of India in the pre-Christian and’ post-Christion periods is 
memorable in giving rise to so many faiths or cults, though they are all 
as if they were, branches of one great tree. The Buddhism, Vaisnavism 
Saivism, Jainism, and the Saktism together with Saura and Ganapatya 
cults, to mention only the principal ones, are the illustrations. A good 
many minor sects also arose in their respective folds, some of which as- 
sumed the character of a school itself. The Mahayanism and Hinayanism 
in Buddhism, schools of Svetambaras and Digambaras in Jainism are 
notable examples of this fact. Similarly, Vaisnavism and Saivism too 
had their minor schools of thought and ritual. All these varieties in the 
religious life of India as a consequence, increased correspondingly, the 
varieties of sculptural representation in the realm of National Icono- 
graphy of India. 


Thus it is evident that the classification of images is not a simple 
thing. Classification can start only from some angle or other, naturally, 
therefore, there emerge various classifications, a brief notice of which I 
am going to take here. The classification of images can have various 
bases and these have been found currency in various treatises of 
modern scholars. 
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A. Centres of Art 
We can classify images from the point of view of centres of art :— 


1. Gandhara sculptures. 4. Tibetan sculptures. 
2. Magdha  ,, 5. Dravidian ,, 
3. Nepalese ,, 6. Mathura ,, and so on. 


But this classification is not scientific, it is only an explanation. 
Because though the images may belong to the different centres, they 
may be of the same style and hence there would be overlapping. 

B. Religious Basis 

I. Vaidic 2. Pauranic 3. and Tantric. 

I. Vaidic—i.e. those based on the conception of the Vedas. 

2. Pauranic ,, 55 3 त >. 2 » 9» Puranas. 

Zo MEE o 9) 55 p $5 55 a3 s Tantras. 

But this also falls too short of a complete classification of Indian 
Images. What about the Buddhist and Jain Images? Though 
Buddhists and Jains too had their mythology, 7. e. the Puranas and 
Tantras, but their images were quite different from those of the orthodox 
Hindu deities. 

C. Sectarian Basis 


1. Saiva 2. Vaisnava and 3. Saura images—it is also not 
broad enough. It only refers to minor faiths or sections of a principal 
school. Therefore, a good many scholars advocate three broad divisions 
of Indian Images :— 

I. Orthodox Hindu or Brahmanical Images. 
2. Buddhist Images. 
3. Jain Images. 

But this classification too needs some modification. "There is vast 
difference and divergance between the Pauranic images and the 'Tantric 
images, both in Hinduism and Buddhism alike. Hence unless it is 
modified like the following, it may not bea systematic and scientific 


classification :— 
1, Brahmanical Images (i) Pauránic (i) Tantric. 
2. Buddhist Images. (2) Pauranic (i) Tantric, 2 
3. Jain Images. ; OMe j 
Rao, Gopinath, T. A. in his.‘Elements of Hindu Iconography 
ever, gives a somewhat quite different classification the ima 
his treatment is confined to the Hindu or Brahmanical 
acceptable than any so far advanced, thoug 
that in several works on Silpa-sastra, B al. 
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the different bases—hitherto not taken into account—of the classification of > 
Hindu images, Rao takes up the following ones :— 
A. Basis as portability. Images are divided into three classes on 
the basis of portability or otherwise :— 
1. Cala—Movable. 
2. Acal—Immovable and 
3. Calacala—Movable-immovable. 
Now movable and immovable images again can be classified into 
five categories as per Bhrgu’s Vaikhanasagama. > 
Gopinath Rao has adduced from it the following four categories of 


movable images :— 


I. Kautuka Beras .. for worship. 

2. Utsava Beras .. to be taken out on festive occasions. 
3. Bali Beras ET daily service of offerings. 

4. Snapana Beras .. for bathing. 


These are made of metal and are easily portable. 

B. Basis as Posture. Now the immovable images, called Mula- 
Vigrahas or Dhruva-Beras, are generally made of stone to be permanently 
fixed in the central shrine, and they are invariably large and heavy 
images. They are classified into the following three categories :— 


I. Sthanaka— Standing. 
2. Asana— Sitting. Q 
3. Sayana— Reclining. 


_ Here the basis is posture and a particular point of attention is that 


ages, each of these three kinds of images are further sub- 
fol owing four varieties :— 


ARTT 


.8: Vira and lastly 4.  Abhicarika. 
eras are classified into as many as twelve 


p 


7. Virasana 


8. Abhicarikasana 
Yoga-$ayana 
hoga-sayana . 
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defeat and death on the enemies and_ this last variety is not auspicious 


and is fit for setting up only in forests, on mountains, marshy tracts, etc., 


as they are not fit to be installed in the temples built in towns and 
villages. 


V 


C. Basis of Sculpture.—Sculptural basis presupposes the different 
and manifold substances as well as modality of the icons. Itis with this 
fundamental angle that our texts of Vastu-$astra (cf. Mayamata, Silpa- 
ratna, Samarangana, Aparajita, etc. quoted in Pr. Laks. pp- 10-14) 

| have classified an image into three broad divisions, viz. Niskala, Sakala 
and Misra. Niskala is linga, the non-manafest; Sakala is Bera, the 
fully manifest, and Misra—the manifest-non-manifest—the mixture of 
the first two, e. g. Mukha-linga. 


From the point of view of art, these images can have another 
classification into :— 


1. Citra 2. Citrardha and 3. Citrabhasa. d 


Citra—fully sculptured. It is also called Vyakta 7. ¢. the images 
in the round, wilh ali their limbs worked out and shown. 


Citrardha.—is half represented, say upto the chest. It is Vyakta- 
avyakta—manifest-non-manifest and is also called half-relief, 


Citrabhasa.—refers to images painted on walls and clothes and 
such other suitable objects. 


D. Bhava or Sentiment.—There is yet another basis for the 
classification of images. It is Bhava, the sentiment : Raudra—the terrific— 
or Santa or Saumya—the mild. It is particularly represented in the 
Saiva Images. 


| These are some of the bases from which the images are classified. 
| - . 

l In the Samararigana-Sutradhara and other texts (vide P. L. pp. 10-14) 
1 however, the criterion of classification of images are the substances— 
the different varieties of which shall be dealt with in a subsequent 
chapter (cf. Iconoplastic Art) of this part. 


This in short, is the contemporary treatment of the classification ' 
of images in general. A critical examination (vide Pratima-Vijnana z 
p. 196-7) however would reveal that all these classifications so far Tt 
advanced are faulty; for instance, classification proceeding from 
basis of relegion—Brahmana, Baudha and Jain—is too wide an m 
general classification and in an iconographical analysis, it is of no help. P 
Brahmana images themselves vary in accordance with the vari 
and cult deities also vary with reference to the particul 
and modes of worship. Similar have been th 


be helpful for a catalogue of imag 
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at dealing with the characteristic types of images and their gradual 
development, this is not very helpful. 


Similarly the classification of Indian Images having basis of the 
art-centres, Candiana, Mathura, etc., is also faulty. Many of the 
images belonging to the two different centres tally one another not 
only in stylistic details but also in conceptual analysis. Thus this 
division commits the fallacy of overlapping each other. Further these 
divisions of art-centres do not claim sufficient exclusiveness from the 
‘Interchange of artistic styles has for all ages 


point of view of art. Fs 
It may be shown that Tibetan 


obtained among the ancient artists. 
style of sculpture and the Dravidian style influenced each other amal are 
identical in several ways. Similarly the style of the Mathura artists was 
deeply affected by Gandhara style. Needless, therefore, to multiply the 


defects of this classification’. 


In consonance to the spirit of the cultural background (in which 
art and religion both are integrated) the following five-fold criterion or 
basis of the classification of Indian Images may be adhered to :— 


1. Dharma (religion) 2. Deva, the deity, 3. Dravya the subs- 
tance, 4. Sastra—the canonial literature, and 5. Saili, the style. 


The first criterion is broad enough to include all the images, 
Brahmana, Baudha and Jain. The Second one may be comprehended 
into the five principal classes of gods—Brahma, V aisnava, Saiva, 
Saura, Ganapatya, etc. The Sakti forms, i. e. the female images of the 
consorts of the gods, can be coupled with their companion gods. As 
regards the Buddhist and Jain images, they are nothing but an improvisa- 
tion or extemprovisation of the Brahmanical deities. They have sprung up 
from the same channel, but with a coloured water (except the Buddha 
image) that colour being the Yab yum of the Tibetan Tantricism. As 
regard the different varieties of Buddha’s images they can very easily be 
included in Dasavatara images of Visnu. So is the case with the Jina 
images also. 


As regards the 3rd basis, the criterion of Substances, enough has to 
follow on this topic. The Sastra and Saili have been already taken 
into account. Thus the sum and substance of advancing this classifica- 
tion is to impress on the readers the desirability of such a classification 


of Indian Images which takes into its account all the above-mentioned 
bases. 
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CHAPTER III 


ICONO-PLANNING AND ICONOMETRY IN RELATION TO 
A PERFECT ICONOGRAPHY 


While introducing this part, it has been already pointed out that 
image-making in India was a very sacred institution. Though an art, 
it was a ritual as well. Similarly the complete adherance to the 
prescribed laws of image-making, was also an essential pre-requisite 
before iconography could be undertaken. It is in accordance with these two 
fundamental backgrounds that in evolving out a perfect iconography, 
let us first say something on both these pre-requisites—the Iconoplanning 
and Iconometry,—the subject matter of the Chapter. 


Icono-planning.—The word icono-planning is a new coinage in 
the contemporay studies on Hindu Iconography. According to Hindu 
view oflife, every creation is a pre-planned act. Even the Creation of 
the Universe is first Manasi Srsti. Therefore an image-maker, a mortal, 
however, adacious he is, while creating an image of the immortal (cf. 
‘Amarah nirjarah devah’) must undergo a descipline of mind and body 
both. The ancient studios were neither a factory nor a shop. They were 


either temple-sites themselves or a sacred secluded corner—a family 
chapel as it were—in the house itself. 


With the intellectual, practical and the moral equipment of an 
ancient Sthapati (vide B. V. S. Vol. I *Sthapti evam Sthapatya’—ch. 6) 
who was not only an architect but also a sculptor or image-maker, an 
equipment ofa rigorous discipline of concentration like that of a Yogi 
was also a sacred tradition of Art in ancient India. The S. S. has very 
aptly hinted at this artistic sacrament of the past. The S.S. says 
(vide P. L. p. 9; and also other texts M. P. and A. P. pp. 9-0): ‘The 
| wise image-maker should commence the immage-making, observing 
complete Brahmacarya and having fullest of control over his senses 
(jitendriyah). During these sacred operations, he has to continue the 
‘Japa’ (counting of beads with a sacred formula of a mantra) and ‘homa 
(the offerings in fire—sacrifice). He has regularly to live only 
remains of the sacrificial offerings (the havisyanna). He has to ab an 
sleeping on the cot and should sleep on the ground only...... 


of an image-maker. The Aparajita-pracc hag See 
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implication. of the concrete image being nothing buta symbol of the 
Abstract Absolute. "The sculptor has to meditate upon the deity whose 
icon he has to carve out, with the mantras as hinted at in the text 
[ P. L. pp. 9-10 (iii) अ० To J; the image-maker has not only to make his 
various instruments fit for the job, butalso with the Japa-mantras, 
he has to bring in, the power of the deity in question, into his or her 


icon. 


This preliminary procedure is a step towards the planning of an 
image-maker and the image both. ‘To carve out or mould or shape or 
paint the image ofa deity, requires a perfect ‘Yoga’ (the ‘citta-vrtti- 
nirodha) and this yoga can be attained only under a proper discipline 
of body and mind—the regulations both in the mode of living and ways 
of doing. Only under a proper concentration, an artist can conceive 
animage. Conception follows conceptulation. Both these cnoception 
and conceptulation have a meaning, a purpose. This is the transforma- 
tion of the Divine, the Absolute, the Nirguna God into a concrete god— 
Saguna. We know that the sculptural productions of the Indian 
artists hada deeper meaning. The Indian images used to be wrought 
and fashioned for the purpose of worship. Brindayana has very aptly 
said: ‘And in order that the worshipper might, without much effort, 
meditate upon them, might think that his dearest, his saviour, his 
object of reverence has come before his eyes, might forget his own 
individual identity and identify his own self'with the image of god, 
the artists of India have tried their fullest to render: the image as 
impressive and imposing as could be possible in a sculptural art. They 


believed with the devotee that ‘God comes near the worshipper if the 
images were made fine.’ 


Haya-Sirsa-paficaratra (also cf. ahead Pt. III— Pictorial images), has 
clearly put this ancient tradition : 


“आभिरूप्याच्च बिम्बाना देव: सान्तिध्यमृच्छति” ` 


Further this conceptual process ofthe image-maker has a further 
meaning and purpose. As the seeds of Hindu Iconography are to be 


found in the semi-philosophical hymns of the Rsis—the Dhyanas, i 
> and Mantras, and as the Nirguna Brahma, the Neale can not | 
easily be an object of Worship, spontaneous springing up of Upasana i 
( सगुणब्रह्म विषयकमानसव्यापार: ) was the most natural outcome. Image-worship, 

therefore, was a historical necessity, Images were found to supply the i 


readiest means of fulfilling the needs af Upasana. ‘Prayer in the Hindu 
sense, chiefly, means meditation on the divine. The Steps leading to 
it, as systematically treated in the practical side of the Yoga-philosophy, 


Be 
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may be shown to co-ordinate with the stages of Iconolatry’. And 
Sukracarya, one of the greatest Acharyas of the science of Indian Archi- 


tecture and sculpture has rightly echoed this ancient tradition in the 
following lines: 


ध्यानयोगस्य संसिद्ध्यै प्रतिमालक्षणं स्मृतम्‌ । 
प्रतिमा-कारको मर्त्यो यथाब्यानरतो भवेत ॥ 


ge नी० चतु० १४७। 


Thus in relation to icono-planning, the first thing enjoined by the 
text, keeping in the old tradition, both of the culture and the theology 
of India, is that the icon-maker, be he a sculptor or carpenter or a 


mason or a painter, he must attend to some of the ethical and religious 
discipline, 


The iconographer must be adept in the sastras and endowed with 
insight and lead a life of perfect Brahmacarya and the Samyama 
(control over his senses). Before taking up this sacred task of giving a 
murta, the manifest form to the amuürta, the non-manifest one, of the 
gods— the presiding deities of the destiny of mankind, heshould perform 
the sacrifice and then start japa in order to purify himself of all the 
secular impurities, so that his hands may be in complete union with the 
spirit and the mind. A «ode, indeed of rigorous discipline, is prescribed. 
He cannot even sleep on a cot, must sleep on the ground specially spread 


over with the Kusa grass. 


Jconometry:— Thus equipped spiritually (the mental equipment 
gained by the perfect study of the Sastras and physical equipment 
consisting of the practical experience gained beforehand), the sculptor 
starts his work of image-making. Now in fashioning the image the artist 
has to follow the rules of measurements as given in the sastra (the 
subject-matter of the Iconometry. of this chapter), the strict adherence to 
which is a matter of supreme importance. But even the code of measure- 
ments is there, the materials not wanting, what are the models set 
before him. After allan artist cannot fashion out an image just from 
his own imagination, though the element of imagination 15 very neces- 
sary, the model is indispensible for any such creation of art. This 
model can be got from no where than from the man himself, the uper. 
It is here that the Maker and the maker meet. It is here that irony is 
most remarkably exhibited and the metaphysical truth of the. p 
of the supreme soul with the individual souls is realised. Varahamihira s 
dictum regarding the display of the drapery and the decorations of the 
images in consonance With those prevalent in a country among men 
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and women themselves, perhaps needs some addition that the forms of E 
the images too must conform to the forms prevalent among the mankind. 


The conception of gods as anthropomorphic in nature and their 
representation in the mythology and art as mortals, was not peculiar to 
India. It was so in other ancient countries too. This affinity between 
the mortals and immortals, as hinted above lies deeper. The gods 
become gods only when they assume the human forms (cf. the Doctrine 
of Incarnation) otherwise the God, the Absolute, has no form. ‘This is 
the underlying philosophical and mystic truth which has led men from v 
very early times to endow the gods with human forms, human dresses, [ 
human decorations and even human emotions and passions. The 
innumereble illustrations of this fact in all the classes of ancient litera- 
ture, Vaidic, Pauranic, Epic, where the denizens of the heavens appear 
for all practical purposes, as mere men, living their lives of joys and 
sorrows, though there was a time when the mortals and immortals were 
one and living only a life of joy alone (S. 5. Sahadevadhikara, Chapter | 
VI). | 


Thus the model of the image is the model of the man himself. 
Therefore, the proportions of height, length, breadth, girth, together 
with various limbs of the body of the image to be fashioned out from 
head to foot, correspond to those of the standard types of men. Icono- 
metrical measurements of the images of the gods to be fashioned out 
in sculpture and painting are akin to those of men. Our Sāstras | 
believe in five different types of men and Samarangana-Sutradhara 
has assigned a separate chapter to this subject (cf. Pancapurusa- 
Strilaksana, the 81st chapter) wherein the author has not only 
described the five different types of men but also five different types 
of women. These five different types of men and women serve the | 
models for the iconographer in fashioning out the different deities, gods 
and goddesses together with their accessories—the dami-gods and 
their opponents, the demons. > 


Five types of men, according to Samarangana-Sutradhara, are 
Hamsa, Sasa, Rucaka, Bhadra and Malavya. The mana, that is the 
height of the first type, namely the Hamsa is eighty eight angulas and by 
increasing the measurement of Hamsa by two angulas we get the height 
of Sass, and similarly increasing again two angulas in each of the 
remaining types we get the following chart of the proportions of all 
these types:— : 


I. Hamas .. 88 Angulas 3. Rucaka .. 92 Angulas ra 
2. Saša’ .. 90 53 4. Bhadra .. 94 5 
and : 5. Malavya .. 96 Angulas | 
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This standard of measurements of the Samarangana-Sütradhara 
however, does not tally with that of the Brhatsamhita, which is so much 
talked of in the contemporary critical works on Architecture and Icono- 
graphy. Perhaps this variation is due to the fact that all the 
measurements as given in the text are for the images in paints and the 
images that are painted must be of lesser size than tho$e carved out in 
the stone or made of the wood or the clay. The Aparájita-praccha 
is conspicuous by the absence of any meticn in it of the standards of 
measurements. Ithovewer has a chapter on Talamana and that too in 
relation to the Citra-images cf. qo २२५ “(तचित्र-प्रतिमा-ताल-निर्णय . 


According to B. S. of Varahamihira (belonging to the Gupta 
period), the height as well as girth of the self same five types of men is 
96, 99, 102, 105 and 108 angulas, respectively. It may however, be 
pointed out that the standards of measurement of the length of the five 
principal types of men as given in the text is the middle of the path 
canon, and the text which is missing might have added something 
more to relate these measurements to the traditional ones as ordained 
in so many other books. Or are these standards of measurements 
influenced by the secular tendencies of medieval art when the royal statues 
and the statues of great men, men of letters and artists (cf. the statues 
of Mandana and his sons) came to the sculptured? Again as elucidated 
by Utpala, the famous commentator of the B. S. on the authority of 
Paraéara, a hoary sage ant one of the earliest authorities on Vastu-Sastra, 
these standards of Varaha-mihira appear to apply to mahapurusas 
alone and so are most suited to the standards of the divine beings. 


The B. S. itself lays down some of the characteristic signs of the 
besttype of men viz. Malavya in the verse—Malavyo naganaso.... 
etc., etc., which supports this conclusion. Dr. Bannerjea also. (cf. p. 312) 
supports this very conclusion that the physical features of Malavya, as 
enumerated by Varahamihira, contain several of the major Mahapurusa- 
laksanas, which are also characteristic signs of a Buddha or a god. 


As pointed out, the iconometrical chapters of the S. S. are very 
corrupt, we do not find in full the relative nomenclature and the 
proportionate measurements of the height, etc. of the five principal types 
of women as promised in the very first line of this chapter: 

पञ्चानां हंसमुख्यानां देहबन्धादिक नुणाम्‌ । 
दण्डिनीप्रमुखाचां च स्त्रीणांतद्‌ ब्रूमहे पृथक्‌ dl 
Fo qo ८१. 


Here Hamsa and other four companions are clear in the text, but 
the Dandini and other companions are not clear. Vrtta, Paurasi, 
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Balaka and Danda, four types of women could only be reconstructed 
(see the detailed measurements in the appended charts Appendix A). 
Inthe Visnudharmottara also, the five-fold varieties of women- 
models have been hinted at, but there too the whole picture is not 
clear, nor the nomenclature of the five varieties are mentioned. It only 
says: (vide Pr. Laks. p. 31 1)—As five models of men Hamsa, etc., have 
been described, similarly there are five. varieties of women as well. 


The height of women (when she is with her companion) should not 
exceed the shoulder of the man. Her waist should be thinner by two 
angulas ‘and it should exceed the waist of the man by four 
angulas. Her breasts of course should go after her the uras and should 
be made fine. 


With this introduction to the five principal standard measurements 
as illustrated in the five principle types of men Hamsa, etc., we may 
now say something more on this iconometrical theme. As Iconography 
and Iconometry are related subjects and complementary to each other, 
a working knowledge of the Iconometry is indispensible to draw a 
iconographical picture in its fullest of structure. 


The 75th Chapter entitled ‘Manotpatti’ gives the units of measure- 
ments together with other allied canons of iconometry. We know that 
there are two different kinds of units of measurements in the traditional 
measure of length. They are absolute and ,Ielative. 'The following 
table shows the relation between the various quantities used in the 
absolute systems as prescribed by the Samarangana-Sutradhara:— 


8 Parmanus make I Raja 

9 Rajas make I Roma 

9 Romas make I Liksa 

8 Liksas make I Yuka 

8 Yukas make * I Yava 9 

8 Yavas make I Angula (also Matra, cf. 9th Chapter), 
. 2 Angulas make I Golaka or kala 


2 Golakas or Kalas make I Bhaga—part. 


This is the Manangula-measurement employed in connection with 
Iconographers' art, while for the Architect in planning out a building, 
a village or town or a street or road the measure called Hasta is 
employed, a notice of which has already been taken in connection with 
the Town Planning in Vol. I of the study. 


aes This Hasta measure has been 
dealt with fully in the text (S. S. oth Gh.). 


-— Inthe relative system there are as many as three typesof Angulas-- 
-Manangula, Matrangula and Dehangula (or Dehalabdha-angula). The 
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firstis whatis described above. Dr. Bannerjea (cf. D. H. I. p. 316-7) doubts 
the applicability of this type of angula as the unit of measurement by the 
iconographers of ancient and medieval India, as the width of eight 
yavas (barley corns) placed side by side is far thicker than the same. of 
the unit which was adopted by the artisis in measuring different sec- 
tions of images. And higher units of length-measurement as used in 
Silpa-texts, such as Kisku (7. e. 24 angulas making one kisku), Prajapa- 
tya (25 angulas) Dhanurgrha (i.e. 25 angulas) Dhanurmusti (2. e. 27 
angulas) and Danda (i. e. 4 dhanurmustis) have no place in iconometry. 
Though derivatives of angula, 7. e. manangula, they are employed in 
such architecutral planning as streets and towns, etc. 


The second type, the Matrangula was most suited and it was 
adopted by the image-makers in fashioning out the divine images. This 
is arrived on the basis of ‘the length of the middle digit of the finger of 
either the sculptor or the architect or of the rich devotee who causes a 
temple to be built or an image to be setup'—Rao. There is yet another 
manner in which the Matrangula was reached, and it is referred to, by 
Dr. Bannerjea (p. 317), as laid down inthe Sukranitisara (IV. 4. 82). 
This is the fourth part of one's own fist. 


Now as regards the third type of angula, i. e. the Dehalabdha or 
Dehangula, which was really the principal basis of the various kinds of 
image-measurements, it may be pointed out as per the commentary of 
Utpala, commented by Dr? Bannerjea (pp. 317-18) and also translated by 
him as to how this angula was derived: ‘First, the height of the block 
of wood or stone out of which the image is to be made, leaving aside 
that portion of it on which the pedestal is to be shown, should be divi- 
ded into 12 eqaul parts; when one of the latter is again divided into 9 
equal partis, each of these sub-divisions is equivalent to the angula unit, 
thus the height of an image is 108 angulas; lastly the length and breadth, 
of the face of the image should be 12 such angulas, i. e. the angula of the 
image itsef?. Further critical details as initiated by Dr. 
Bannerjea, may not be taken up here. In regard to this angula, 
however, one significant remark which need be made is that the different 
names are given to certain lengths represented by two or more dehan- 
gulas upto twenty-seven; a knowledge of which is very helpful in under- 
standing the texts on this topic—vide P. L. pp. 14-1 5—the Managananam, 
a tabulation of which is given in the appendix ‘A’. 
rstand the canons of iconometry as prescribed | i da 
15), it is necessary to know something about | 
technical terms denoting the differen 


be measured. 


Again in order to unde 
in the texts (vide P. L. p- 
the meaning and usage of certain 
ways in which the images used to 
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The iconometrical measurements as laid down in the ancien: 


text like Marici’s Vaikhanasagama 

S. S 7 i “Mana is t 
Pramana, Unmana, Parimana, Upamana and Lambamana. Mana is the 
f a body; pramana is that of the breadth, 


(P. L. p. 15) are sixfold: Mana, 


measurement of the length o 
that is a linear measurement taken at right angles to and in the same 
plane as the mana; measurements taken at right angles to the plane, in 
which the mana and pramana measures have been noted, are called 
unmana, which obiviously means the measure of thickness; pramana is 
the measurement of girtha or periptery of images; upamana refers to the 
measurements of inter-spaces, such as, for instance, that between the two 
feet of an image; and lastly lambamana is the name given to measure- 


ments taken along plumb lines.” 


Dr. Bannerjea, however, notices some difference in meanings in rela- 
tion to a comparative study of the early texts both inconometrical and 
general, and this discussion may be seen in his book (pp. 314-15). The 
last measure namely the lamba-mana has very ably expounded in the 
Manasara—vide P. L. pp. 26-30. These terms however have several 
synonyms tabulated in the Appendix A. 


Now with this introduction to the angular-measure, let us come 
to the Tala-measure, the more popular measure in the Agamas and 
other Dravidian texts, like Manasara, Sakaladhikara, Am$umadbheda, 
etc. But before we do so, it may be noted that besides the smaller unit 
known as the dehangula there are other larger relative units of length, 
which are called Pradesa, Tala, Vilasti and Gokarna. “The distance 
between the tips of the thumb and the forefinger, when they are 
stretched out to the utmost, is called Pradesa; that between the tips of 
the thumb and the middle finger, when they are also so stretched out, is 
called the Tala; that between the tips of the stretched out thumb and 
ringfinger is known as the Vitasti; and that between the stretched out 
thumb and little finger is called the Gokarna. 


Leaving aside all others (7. e. pradesa, etc.) we have to concentrate 
on the tala, the most widely used term of measuremeni in Agamic texts 
like Suprabhedagama and Silpa-texts like Manasara and Silpa-ratna. 
These tala-measures vary from Uttama da$a-tala to ekatala—vide P. L. 
pp. 16-18. Bimba-mana, a manuscript in the British Museum 
No. 552-558 (mentioned by P. A. Mankad—editor of Apara jita-praccha— 
vide his introduction p. CXXXVII) hasa wider range going upto 12 
talas. The Aparajita-praccha (cf. Sutra No. 225. 4-25) has, however, 
overtopped all the above texts and here the range of the tala-mana 
extends upto 16 talas, a comparative tabulation is given in the 
appendix A. 
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It may be noted that tala-measure is not altogether a new thing— 
angula is its constituent. The Vaikhanasagama has laid down that a 
tala is constituted of 12 angulas and has its various synonyms such as 
Vitasti, Mukha, Yama, Arka, Rasi and Jagati. In some texts Vitasti is 
more common while in others Mukha—vide Matsya purana (Ch. 258. v. 
19.) Again in this relative measure of Tala-mana, the different varieties 
pertain to a single tala itself, e. g. uttama, madhyama and adhama daSa- 
tala, uttama navatalas, satryangula nava-tala, etc. etc. Except 
Matsyapurana, no other Puranas or the Silpa-texts of purely Nagara 
school like the Samarangana-Sütradhara give their iconometrical pro- 
portions in tala-measure. It is a characteristic of Agamas and the 
Dravidian texts like Manasara and Silparatna, etc. Dr. Bannerjea makes 


a significant remark—p. 326—“Thus it is quite likely that the tala of 
different measurements was a comparatively late feature in the iconome- 
trical system of India. The earlier method of arriving at the smaller 


and higher units was a much simpler and practical one". 


The subject of Talamana, however, cannot be so lightly passed on. 
It is really a very fascinating branch of Indian Iconometry as it opens 
up 4 wider field for research in which anthropologists, ethnologists and 
other workers in allied sciences can co-operate. 


In the hierarchy of relative superiority of the Devas, Devis, Daityas, 
Danavas, Gandharvas, Yaksas, Kabandhas and Kusmandas, etc., etc., 
the assignment of tala-measurement jn accordance with the superiority 
and inferiority (vide the tabulation already referred—appendix ‘A’) is 
itself an indication that this topic has got some deeper meaning and 
purpose. Moreover these tala-measures as prescribed in the Indian 
texts of Iconometry should not be deemed as mechanical rules. They 
are apparently so. Their practical utility is not devoid of aesthetic 
principles. Mr. Hadaway, a metalist of repute, rightly observes, 
*Hindu image-maker or sculptor does not work from life, as is the usual 
practice among Europeans, but he has in place of the living model, a 
most elaborate and beautiful system of proportions, which he uses 
constantly, combining these with those of observation and study of 


natural detail. It is in fact, a series of anatomical rules and formulae 


of infinitely practical use than any European system which I know, for __ 
the Indian one treats of the actual proportion and surface form, rather 
than the more scientific attachments of muscles and articulations of 


<> 


bones". : P p 
A word need be said on the Lamba-mana, one of the six categ ries 

of measure as already spoken before. Among the Silpa-texts, Ma 
has got a full chapter on this topic cf Pralamb 
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go 
pp. 26-30—and its canons on this category of iconometrical measure are > 
more or less common to those prescribed in the Agamas and I better 
give the following reproduction from Rao’s book (Vol. I Pt. 2—Appendix 
pp. 29-32” à 

“Por measuring lengths along plumb-lines an instrument called the 
lamba-phalaka is employed. Itis a plank, two angulas in thickness 
and measuring 68 angulas in length and 24 in breadth. All round the 
plank a margin of 3 angulas is left. A small hole, just a trifle larger 
than a yava in diameter, is bored in the centre of the margin along the > 
length of the plank; this hole is meant for the madhya-sutra. Other 
holes are bored for the puta-paryanta-sutra (nasa-puta-sutra), netra- 
paryanta-sutra, karna-paryanta-sutra, kaksha-paryanta-sutra, and bahu- 
paryanta-sutra, in places marked on the accompanying diagram of the 
Lamba-phalaka. Through these are suspended by strings, which are 
one yava in thickness, small plummets of iron or clay. In the case of 
reclining figures the sutras are strings stretched horizontally in front of 
the figure which is in the process of modelling. In the case of the 
sthanaka-murti, the madhya-sutra which is suspended from the sikhamani 
(crest-jewel) set in front of the kirita (crown) of the image, should 
pass through the middle of the forehead, between the brows, the middle 
of the nose, the neck, the chest, the abdomen, the private part and bet- 
/ ween the legs; it should touch the body at the tip of the nose and the 
middle ofthe abdomen. The distance of the top of the crown behind 
the madhya-sütra is 6 angulas ; that of the middle point of the chin 43 
angulas; that of the hikka-sutra, 4 angulas ; that of the middle of the 
chest, 2} angulas ; that of the navel, 13 angulas ; that of the root of the 
penis, 2 angulas ; that of the middle of the thighs, 3 angulas; that of 
the knee-joint, 8 angulas; that of the shin bone, 16 angulas; ofthe 
total length of the great toe a portion measuring half an angula is to 
be infront of the madhya-sutra, while the remaining portion of it 
measuring 2% angulas is found to be behind the madhya-sutra. The n 
bahu-paryanta-sutra, which is also known as the anga-parsva-madhya- 
sutra should pass through the middle of the side jewel of the crown, the 
head the sides of the car, the upper arm, the elbow, and the middle 
of the knee, the foreleg and the foot. The other madhya-sutra which 
is hung behind the middle of the back, should pass through the middle 
of the back of the crown, the head, the nape of the neck, the back-bone, 
between the two glutials, and the heels. The vaktra-bahya-sutra should 
pass by the side of the head, through the extremity ofthe mouth, side | 
of the cheek, end of the chin, side of the $roni, and the middle of the f 
thigh and the foreleg. 


All the six sūtras mentioned above should be suspended as far below 
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as the pitha or pedestal on which the image is made to stand, whereas 
other sutras, which are required for taking the measurements of particular 
limbs of the body may be suspended as far as the lower extremity of 
those limbs. 


The nasa-puta-sütra is also called the drigantari-sutra, that is, the 
line that passes through the inner margin of the eye near the nose. 
This sutra also passes through the extremity of the mouth and is the 
same, therefore, as the vaktra-bahya-sutra. ‘The antarbhujavadhi-sutra 
is the same as the kaksha-paryanta-sutra and is also sometimes called 
the anga-parsva-madhya-sutra, a term which means the line which is to 
pass through the middle of the side of the body. The sütra, which 
passes through the back of the head and is known as the sirah-prishtha- 
vasana-sutra, is also the outer limit of the back hands ofa figure with 
four arms. 


Different names are found given to the same sutra, according as the 
sutra is viewed from the front or the side of the Lamba-phalaka ; 
for example, the kaksha-paryanta-sutra, when viewed from the front of 
the Lamba-phalaka, is seen passing just in front of the arm-pit and is 
therefore called the line that forms the limit of the arra-pit ; the same 
sutra when viewed from the side is seen passing just in front of the bhuja 
orthe upper arm; hence it is called the line which forms the inner 
boundary ofthe upper-arm or antarbhujavadhi-sutra. 


Ifthe image is a seated one, the six sutras should be suspended as 
far as the pitha on which itis seated. The distance between the two 
knees in a figure seated with crossed legs, as in the yogasana posture, is 
equal to half the total height of the corresponding standing figure, that 


is 62 angulas." 


Now with this criterion of measurement in hand, Samarangana- 
Sutradhara’s prescriptions of the different classes of measurements in 
relation to gods, demi-gods and men can be seen in the charts worked 
out ahead (cf Pt. I1I— Painting’). 


"Thus this is the standard of measurement ofthe body of the gods. 
Now after this, the text proceeds with the different varieties of une M 
forms of the gods, demons and men etc., together with the enum ragon Nt 
of the species of elephants, horses; lions, serpents, hens, etc. etc. uus £ 
ogether an innovation in this work. In the p 
fs centered. round the celestial beings, 7. €. Yaksas and 


th AMG di - d 
turalsceneries, but with the advent of the Medievel p 
from animal kingdom also fascinated the | 


I believe, is alt 
paintings the moti 
Apsaras and the na 
trends in the art, the motifs 
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artist. A detailed tabulation will be found in the subsequent Part III— 
‘Painting’. 

Now comes the theme of the proportionate measurements of the | 
different limbs of the image in relation to its fashioning of the whole. | 
In the 76th Chapter entitled ‘Pratima-laksana’ the author, therefore, 
has given the proportions, first in relation to male figures of all the | 
different limbs beginning from the eyes, ears, nose, nasaputa, cibuka, | 
lips, stk, nose and their allied members, together with the forehead, 
cheeks, neck, chest, naval, genetic organ, ürü, knees, legs, feet, finger a 
nails as well as the hands, fingers; also all the other limbs and sub-limbs 
have been duly represented in the proportions of their respective 
measurements. The charts (vide Appendix A) will show these proportions 


in their broad features. 


Lastly it may be pointed out that in the Aparajita-praccha, the 
canons of iconometry are related to the proportions of the Prasada 
itself. The Sutra 209—vide P. L. p. 30-31— prescribe the proportions 
of the image in relation to the Sima, the Garbha and the door of the 
temple as well as the hastangula also. The Sima-manodbhavarca 
again is described of three orders—the superior, the middle and the 
inferior—as per their respective dimensions. Similar proportions are laid 
down in case of Garbha-mana and also Dvaramanodbhavarca. Lastly 
it also touches upon the Asana (the Sitting) the Sayana (the reclining) 
and the Sthanaka (the Standing) images in relation to their standards 
of measurements. 


Now with this much of a very brief exposition of the two ancient 
institutions of Hindu Iconography, namely, the Icono-planning and 
Iconometry, a word may be said here of the virtues and defects in 
relation to a perfect image or its imperfect counterpart.. The S. S. hasa 
credit to summarize the defects of the image in one ofits chapters 
(cf. the S. S. 78. 1-9 and P. L.p. 35) in the most scientific manner 

nowhere else to be found in the extant manuals, though Silpa-ratna 
also has a long description (cf. ch. 26 and also P. L. p. 35-40) but it is 
not wholly iconographical, much of it is anatomical in relation to the 
different kinds of men, women, etc. Thus the defects to be avoided in 
the evolution of a perfect image as laid down in the text are as follow: 


The Merits & Demerits of the images (S. S. 78.). 


A—Demerits i 
प. Aslistasandhi 3. Vakra 
2. Vibhranta 4. Avanata 
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Asthita 

Unnata 

Kakajangha 
Pratyangahina 
Vikata 
Madhyagranthinata 
Udbaddhapindita 
Kuksistha 


B—Merits 


D 


ej GY nue 


Suslistasandhi 

'Tamra - loha-suvarna-rajata- 
baddha 

Pramanasuvibhakta 

Aksata 

Apadiga 

Avivarjita —— 
Apratyangahina 


N. B.—The absence of the defects like those in (A) are the virtues in (B). 


13. 
file 
15. 
16. 


iis 
18. 


19. 
20. 


15. 


Kubja 
Parávahina 

? 
Asanahina 
Alayahina 
Nanakasthasamayukta 
Ayasapindita 

? 


Suvibhakta 
Yathotsedha 
Prasannavadana 
Subha 
Nigudhasandhikarana 
Samayati 

Rjusthita 
Pramanagunasamyuta 


tr. chat ct ab 
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CHAPTER IV 
ICONOPLASTIC ART 


In mv Pratima-vjnana, I have taken up the topic of Iconoplastic 
Art first and Iconometry afterwards. That order has also been adhered 
to, in the compilation of Pratimalaksanas, where in the rst part, 7. e. 
Khanda a new compilation in regard to the different canons of 
Iconography has been made and while classifying the different and 
manifold classes ofan arca, the image, it was but natural to take up 
the classification of the substances of which the images were wrought. 
Here however in this work a departure has been made to take up the 
Iconometry first and Iconoplatic Art afterwards. It wasso necessiated 
because the author wanted to introduce a new canon, not so far taken 
up by any other contemrporary writer on the subject, viz. the sacred 
institution of Icono-planning. Icono-planning is not only a ritual but 
also a scientific prerequisite before fashioning an image out and therefore 
any planning, ifitis scientific, must start with the correct proportions 
as handed down in the Sastras. It is in accordance with this new 
element of the exposition of the different canons of Hindu Iconography 
that Icono-planning and Iconometry have been taken together. 


Now comes the turn of the Icono-plastic art. 
e 


/ As already hinted at, the Mürtisthanas १. e. the materials of which 
the icons are made, now may be dealt with in detail. Samarangana- 
Sutradara's classification of the materials ofthe images is sevenfold, 


the details of the materials and their respective efficacy is laid down 
hereunder :— 


Icons made of The Rewards gained 
I. Gold s Health 
2. Silver Fame | 
3. Copper Progeny 
4. Stone Landed property and victory 
5. Wood Longivity 
6. Lekhya Wealth 
7] 


- Lepya 


22 
* According to the great strides in the propogation ofthe Pauranic, 
Agamic and Tantric worship 17 the orthodox Hindu religion of the 
post-Christian period as well as the adoption of the cult in later 1 
Buddhism and Jainism (Mahayanism and Neo-Jainism), the correspond- 
ing development of the iconoplastic art was but a natural consequence. 
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At many places in the previous pages of this study, I have pointed out 
a number of times that the architecture in India sot the greatest 
impetus for its evolution and development from the religions of the 
land, naturally, therefore, when so many temples were built, so many 
tirthas founded, so much emphasis laid on the worship of the images in 
the powerful and everexpending tradition of the Bhakti Cult, 
iconographer's art too took the greatest strides in its development. The 
services of the wood-carver, the potter, the stone-mason, the painter, 
the jweller and the metal-caster were utilised by the numerous religious 
minded people of India and more especially the ruling princes, the 
greatest patrons of art and literature through their benevolence and 
munificence. They gave active encouragement to this art and all this led 
to the tremendous development in the domain ofarchitecture, sculpture and 
painting in India. Thus the previous thesis—the Architecture in India 
was Dharmasraya or Rajasraya—is equally true here as well. The 
sculpture and painting both were side-developments of the art of 
Architecture which in the broad sense of the Vastu, includes them in its 
scope ( cf. Scope of Architecture, H. S. A. Part I.). 


Now coming to the subject matter, namely the materials, the 
dravyas of the arcas, the images or the icons, it may be pointed out 
that the different authorities give different classifications of materials 
more orless of the same nature; buta thing of special notice here in 
this classification of the Samarangana-Sütradhara is that in its sevenfold 
classifications (cf. the opening sentence of the Chapter, 76 :— 


प्रतिमानामथ ब्रूमो लक्षणं द्रव्यमेव च । 
सुवर्णरूप्यताम्राइमदारूलेखानि शक्तितः ॥ 
चित्रं चेति विनिदिष्टं द्रव्यमर्चासु सप्तधा | Ao qo ७६-१ 


Here the latter partofsecond line being corrupt, Mahamahopadhyaya 
T. Ganapati Sastri, the editor, has suggested the correct rendering of न 
this in the foot note as लिख्यानि! Now taking this rendering, Sri J. N. 
Bannerjea in his Development of H. Iconography remarks: eae list is 
practically the same as that found in the Bh. Purana as noticed abo 
with this difference only that it omits reference to clay images while _ 
g pictorial representations twice under the heads Lekhya and 
Citra”. But the text being quite vocal on the point that the um | 
old <द्रव्यमर्चासु सप्तधा? how can this rendering be helpful t 
reconstruct the text in the light of the univocal daame EE A el 
suggest that ‘Lekhyany should be read "Lepyani. m 
g with the Lepya constituents which (es 
3)- 


p 


ES 


are sevenk 


in keepin 
than one place of the text (cf. Chapters 72 & 
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of materials, the most predominent constituent is oe ey LU 
itcan pass for the ‘Parthivi’ variety of up Sits T 
Purana, the affinity of which with that of the ST E a radhara's 
classification is hinted by the learned writer. Thus the correct 
rendering would be :— 


प्रतिमानामथ ब्रूमो लक्षणं द्रव्यमेव च d 
सुवर्णरूप्यता म्रारमदारूलेप्या निष्शक्तित: 1 
चित्रं चेति fafafa द्रव्यमर्चासु सप्तवा | स० qo ७६-१ 


Again this Lepya variety, as will be evident from other classifications 
just to be noticed, forms one of the varieties and hence the S. S. instead 
of Parthivi category speaks of Lepya in which the ingradient of clay 
is so fashioned as to make it not a vulgar or primitive form of clay 
mouldings, but rather a scientific formula of what is known as Stucco. 


After the establishment of the correct rendering of the text, let me 
take some other texts where the classifications of the materials throw a 
good deal of light on the development of iconography and the iconoplastic 
art in India as hinted in the previous paragraphs ofthis chapter. 
From this angle, the classification of the materials as we find in Gopala 
Bhatta's ‘Haribhakti-vilasa’ which is an anthology of an encyclopaedic 
nature giving detailed information regarding both the traditions of the 
Purana and the Paficaratras are more helpful. Gopala Bhatta supplies 


two sets of classifications. According to the first images of the divinities 
are classified into four broad divisions: 


I. Citraja—painted on canvas, wall or cloth. 
2. Lepyaja—made of clay. 


3. Pakaja—made of molten metal (cast-images). 
4. Sastrotkirnaja—carved by metal instruments. 


According to the second classification, there are seven different 
varieties of these images in relation to the characteristic materials of 
which they are made of : 


1. Mrnmayi—made of clay 

2. Daruja—made of wood 

9. Lohaja—made of iron and other metals 

4. Ratnaja—made of jewels 

5. Sailaja—made of stone 

6. Gandhaja—made of pastes like sandal, etc. 


7. Kausümi—made of flowers. 


Sukranitisara's classification is more informative and it needs to be 
quoted: „ Pratima Saikati Paisti Lekhya, Lepya ca Mrnmayi Varkis 
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Pasanadhatuttha sthira jüeya yathottara (IV. 4.72). Here the last 
statement says that cach successive material is more durable than the 
preceding one and the metal images are the most permanent among 
them. Further, this list contains certain new materials which have 
not been taken into consideration so far. They are sand and the pista 
(the substance grund and then mixed with water into a dough). This 
pista evidently refers here to sucha material as rice powder mixed 
with water, the ladies of these provinces call it Pitha (from Pista-Pitha). 
Besides these materials as quoted from Sukra, there still remain some 
more materials. T. Gopinath Rao in his ‘Elements of Hindu Iconography’ 
mentions the following three other new materials namely: 1- Brick 
2. Kadi-Sarkara and 3. Danta (Ivory). Among these the first and 
the last—brick and ivory—are clear. What does this Kadi-Sarkara mean ? 
Does the word Karkarà stand for Sarkara? 1150, it means little stone 
chips. Sabda-Kalpadrum assigns this meaning. Sri Rao also says, - 
(ibid) that the main ingredient in the preparation of Kadisarkara is 
lime stone, i. e. lime stone chips—perhaps stone chips. “Almost all the 
Dhruva beras, that is, the images set up permanently in the central 
shrines of Indian temples (Hindu, Baudha or Jain) happen to be 
generally made of stone. There are a few instances of such principal 
images being made of wood ; the most famous instance is in the temple 
of Jagannatha of Puri. The figure of Trivikrama in the central shrine 
of the large Visnu temple at Tirukkoyilur, (South Arcot district, 
Madras Presidency) is also made of wood. Brick and mortar or Kadi 
Sarkar images are also occasionally met within several temples ; in the 
famous temples at Srirangam and Trivandram (AnantaSayanam) the 
main central images are understood to be of this kind. Metal is rarely 
employed in the making cf Dhruva-beras. This material is almost 
exclusively used for casting utsava, snapana and bali images. Instances 
are not unknown in which precious gems such as sphatika (crystal) 
padmaraga, vajra (diamond) vaidurya (cat’s eye) Vidruma (coral) 
pusya and ratna (ruby) are employed as material for images. The 
palace of the king Theebaw of Burmah is said to have contained a 
large ruby image of Buddha. The temple at Cidambaram has 
sphatika linga which is about nine inches in ee and h 
pindika (base) of as many inches in diameter” (Rao E. H. E P- 49- 


All these substances have been differently spoken of inis d 
texts— vide P. L. pp. 11-14—and therefore a me tice is 
but before it is done, a passing remark may be made 
substances as described in the pages of Apa 
197 and P. L. p. 13-14- The Sutra ( Go 
entitled the *Lingarcana 7 and 
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different species of Ling-icons are made, have been enumerated here 
along with their efficacy as well as the worshippers. ‘The following 
tabulation will show at a glance the different substances and the merits 


thereof: à . 
Substances Worshippers Merits 
i. Vajramaya made of Diamond Indra Surarajatva 
2. Svarnamaya » Gold Kubera Dhanadatva 
3. Rupyamaya ` ., Silver Visvedevas Visvedevatva 
4. Pittalatmaka » brass Maruts Pavanatva 
5. Kamsyamay » the bellmetal The Eight Vasutva 
Vasus 
6. Sisakodhhava » the lead The Pisacas Emancipa- 
. : tion. 
7. Süryakantamaya  ,, the mani by The Aditya Süuryatva 
the name 
8. Candrakantamaya —do— The Moon Overlord- 
> ship of the 
stars 
9. Prabalakamaya ,, Coral The Mars — 
to. Indranilamaya » the mani by Budha-Mercury — 
the mane 
II. Pusparagamaya — Jupitor-Brhaspati — 
12. Sankhamaya » Conch-shell The Venus—Sukra — j 
13. Krsna-nilaja » themaniby ‘The Saturn, j 
र < the name Sanaiscara . | 
3 Vaiduryamaya made ofcat'seye The Comet—Ketu —- 
- Gomedhiya — The demon Rahu  — 
Suddhasphatikaja » Pure crystal The Arhatas. — 
Haimavata . ,, the Stone Brahma, Himself — 
e Mahalinga) found at peaks 


of Himalaya 
Visnu—the janardana— 


(cf. the metallic All the goddesses — 
. icons) i 
— Yoginis. 


of precious The Kings. = 


es up the different varieties of the 


D 
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4. Mudgabha — efficacious fer the Sudras 
5. Pandura — gives health 
6. Maksikanibha — és victory 
7. Kapotabha — x Wealth and pros- 
perity 
8. Bhrngabha — x progeny. 


(ii) Further follow other varieties of substances. The Parthiva is 
of two kinds pakva and apakva; the Kumkuma, the Karpura, the 
Kasturi, Matulinga, Karbira and other species of fruits, are also deemed 
suitable substances for making linga-icons. Itis however enjoined that 
one who worships a fruit-icon, has to abstain from eating it. 


From all these generalizations, it follows that the principal substances 
of which the images were made, are sevenfold: the clay, the wood, the 
stone, the metals (eightfold what is called astalohamaya), the precious 
stones (of manifold species), the alekhya (the paints) and the mira, 
the mixture of two or more substances. Let us therefore dwell at length 
upon these one by one. 


The clay.—The substance of clay, though primitive, is also the 
most up to date. The ancient guilds of architects, though principally 
four in number, we are well acquainted with the geneological accounts 
of so many other artisans like Kumbha-kara, the potter, the Svarna-kara, 
the goldsmith, etc. who too were in the geneology Visvakarma and thus 
the potter can very well be regarded as the maker of clay images. 
Even today the clay-images of so many gods and goddesses expecially a 
those of Ganega and Gauri on the national festival of Dipavali are pa 
manufactured in large numbers by these potters. Some of the clay- 5 
image-manufacturing centres of Uttara Pradesha, like Mirzapur, are 
producing very nice images of not only divinities but also of great person- 


ages, birds and animals. 


The clay-images can be classified into two broad divisions the 
terracotta figurines abundantly found in the excavations VE 
ancient sites like Mohenjo-daro and this shows this institution. of 
images was as oldas the Indus Valley civilization. The se soni 
of Clay-images are what we understand by the Lepyaj: 
detailed procedure of their manufacture is a special t 
Samarangana (vide the S.S. 73; also Citra-laksana p) 
latter class of clay-images can also fall under Misra 
fold substances in which ingredients of the 
mixture of so many other substanc s 
of the horses and the cows, the bark oft 
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chips, etc.—cf. the S. S. 73 Both these crude and refined varieties of 
clav-images have been in vogue from times immemorial 


The Silp-texts like Silpa-ratna (vide Pr. Laks. p. 12) have described 
clay-images in two categories, the amamartika, 7. e. apakva, the 
unburnt clay-images and the pakva, the burnt-clay ones. The process 
of the amamartika class of images as described in the Silpa-ratna is as 
follows: the clay got from such sacred spots as a tirtha, or a 
ksetra or the mountain or garden or any sacred site and having a colour 
either white or red or yellow, or even black, should be powdered and 
then be mixed with the powders of barley, wheat, masa-beans and the 
guggula. All this mixture should be made liquid with the juice 
obtained from specified trees as well as the oil and the kapilapancagavya 
—the fivefold mixture got from the Kapila cow—her dung, urine, 
etc. etc. and then all this compound should be well shampooed for 
fortnight and then the image could be moulded aud it should be kept 
up for being dried up for the period of a full month." 

Now as regards the second variety of the burnt-clay images, the 
only difference is that they, are burnt in the fire, other details are com- 
mon. 


Before we conclude this category of clay substance, the attention 
of the reader may be drawn to a very advanced prescription of the 
clay-compound as laid down in the Haribhakti-Vilasa—the r8th (quoted 
from such a sacred and authoritative scriptural text or Hayasirga-patica- 
ratra). The following lines give a detailed information on the scientific 
and the most advanced clay-compound: 


मृत्तिकावणंपूर्वेण गृहणी यृस्सर्ववणिनः | 
नदीतीरेऽथवा क्षेत्रे पुण्यस्थानेऽथवा पुनः ॥ 


. पापाण-क्रकंरालोह्‌-चूर्णानि समभागतः । , 

í मृत्तिकायां प्रयोज्याथ कषायेण प्रपीडयेत्‌ ॥ 
खदिरेणार्जुनेनाथ सज्जंश्रीवेण्टकुंकुम: | 
कौटज रायसे: स्नेहेदेधि-क्षीर-घृतादिभि: ॥ 


आलोड्य मृत्तिकां तैस्तैः स्थाने स्थाप्य पुनः पुनः । 
मासं पर्युषितं कृत्वा प्रतिमां परिकल्पयेत ॥ 
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more durable than ordinary clay ones, some of its constituents being 
powdered iron and stone. This compound is much similar to the 
material known as stucco which was so copioulsy used by the Hellenistic 
artists of Gandhara from the third to the fifth century A. D. if we are 
to understand that lime stone is meant by the word pasana, than 
the similarilty becomes greater. This seems to be the substance which 
was so frequently used in making many figure sculptures on the towering 
gopuras of many of the South Indian temples.” 


The Wood.—The wood is the primeval substance from which the 
creation was conceived. The Rgveda (X.81-4) bears the earliest 
testimony to the material of wood out of which the god Visvakarma 
could have created the universe. In my ‘Hindu Science of Architecture’ 
Vol. I. Pt. III cf. ‘Secular Architecture’, the origin of the first human 
house was described to have sprung up from the branches of trees, the 
sakhas—the Sali-houses. Naturally both in architecture and sculpture 
the earliest material used was the wood. The architecutral ornamenta- 
tions in palaces and pillars of the early medeival period, owe their origin 
to the wooden motifs of the earlier times. Wood was the principal 
material by which the ritual implements were fashioned out. Moreover 
from the point of the economy and convinient procurement, wood was 
the most handy material. It is therefore now an accepted fact that the 
earliest images must have been created out of wood. On account of the 
perishable nature of wood there is extreme pauchity of the early finds of 
images. All the early texts like Brhatsamhita and others have given 
prominence to the collection of wood from the forest for the purpose of 
making images (vide Vanasampravesadhyaya). There are detailed and 
minute rules for starting to the forest under auspicious constellation, 
selection of the trees and avoidance of the unfit ones. All these rituals 
and the scientific procedure of selection of wood is a common discourse 
of practically all the manuals. The text like Manasara and the 
Samarangana have these expatiations on the wood not in relation to the 
construction of images; but in regard to the house-construction. Thus the - 
Manasara—vide Chapter on Stambha-laksana, the 13th—deals at great 
length with this topic of Darusangrahana—the collection of the w d 
from the forest, in relation to the architectural constructions. 
also (vide its chapter on Vanasampravesadhyaya, the 16th) d 
upon this theme of Daru-aharana only in connection with ar hite 
tural constructions. All this shows that wood as a materi. aplo 
iconoplastic art of India was only an early institution. In 
and later medieval times this art must ha 
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was the most frequently used material for image-making from very 
a 


early times. 

With these general remarks on the wood ‘as a material for icono- 
plastic art, let us dwell a little more at the more important items of its 
selection from the trees as enumerated in the Silpa-texts. The S. S. 
has an elaborate code of selection. You have first to ascertain the age 
of the tree. The young ones and old ones are to be avoided. Same is 
the case with the defective trees. The trees inhabited by insects, etc. 
are also to be avoided. Those grown on the places like cemetry, the 
high-ways, the hermitages etc., should not be disturbed. The following 
lines from the S. S. are a beautiful and by far the most scientific code 
of selection of the trees : 

पुरश्मानग्रामाध्वहूद्चेत्याश्रमोद्भवान्‌ । 
क्षेत्रोपवनसीमान्तविषमस्थलनिम्नजान्‌ ॥ 
कट्वम्लतिक्तलवणास्ववनीपु तथोद्गतान्‌ । 
इवञ्रावृतात्‌ स्थिरोवींपु संभूतांस्च त्यजेद्‌ द्रुमान्‌ ॥ 
सम्यक्‌ संलक्ष्य वृक्षाणां वर्णस्नेहत्वगादिकम्‌ । 
विजानीयाद्‌ वयस्तेषां बालान्‌ वृद्धांश्च सन्त्यजेद्‌ ॥ 
शतानि त्रीणि वर्षाणां सारद्रुमवयः स्मृतम्‌ d 
गृह्णीयात्‌ षोडशादूर्ध्व॑ सार्धेवर्षशतावधेः ॥ 
वयसः परिणामेन fadia यथा नृणाम्‌ । 
प्रोक्तं तद्वद्‌ द्रुमाणां च स्यात्‌तथा छिंद्रपत्रता ॥ 
भंगुराः सुषिरास्ते स्युः सकोलाक्षाः खरत्वचः । 
तस्मादिमांस्त्यजेद्‌ वृक्षांस्तथा चेंवोर्ध्वंशोषिणः ।। 
वक्रान रूक्षानवप्लुण्टान्‌ दुःस्थितानपि च द्रुमान्‌ d 
वर्जयेद भग्नशाखांश्च द्वेकशाखान्वितांस्तथा ॥ 


अन्येरधिष्ठितान्‌ विद्युत्पातवातस रित्क्षतान्‌ । 
ग्रन्थिनिर्य्‌क्तदानांश्च अमराहिक॒ताश्रयान M 
संसृष्टानेकतो भ्रष्टान्‌ मधुभिर्बेलिभिवृःतान्‌ । 
मांसामेध्याशनैस्तद्रद्‌ टूषितानपि पक्षिभिः ॥ 
लूतातन्त्वावृतान्‌ वन्यसत्वोद्धृप्टान्‌ गजक्षतान्‌ । 
वृध्नतोतिबृहत्स्कन्धां र्चिन्‌हभूतांस्तथाध्वनः Dm 
अकाले पुष्पफलिनो रोगेरपि च पीडितान । 
वासभूतानुकलानां त्यजेदन्यान्यपीदुशान्‌ ॥ 
खदिरो बीजक: सालो मधूकः शाकशिशपे । 
सर्जाजुनाञ्जनाशोकः कदरो रोहिणीतरूः ॥ 


बिककंतो देवदारूः श्रीपर्णीपादपस्तथा । 
कुटूम्विनाममी प्रोक्ता पुष्टिदा जीवदास्तथा ।। 
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N. B. These verses are a repetition in this work. They are trans- 
lated and commented in the writer’s Ist volume of this work to be 
published afterwards. It is necessiated only to bring home to the reader 
this very rich statement on the selection of the trees for the structural 
and sculptural purposes in this illustration work. 


The Aparajita-praccha, sutra 200 (vide Pr. Laks. p. 122-23) has 
some innovations to offer regarding the daruja - icon of a linga or for 
the matter of any image. It first gives the names of nine lingas 
like Makarendu, etc. and then enumerates the trees like Candana, 
Devadaru, etc. as the fit trees, the wood of which should be employed; in 
the end it directs that a wooden icon of linga should not be made in 
lesser proportions than sixteen angulas. It further prescribes that a 
wooden linga should be installed only in a wooden temple the nilaya— 
araa दारुजं ata’ etc. 


The Stone.—The stone is the most popular and widely and uni- 
versally used material for sculpture, not only in India but all over the 
world. ‘The ancient Greek Sculpture is predominantly rather mainly 
fashioned out ofthe stone. India is rich with a large varieties of stones 


found in the different reputed centres. 


A special feature of the Vistu-texts, where the examination of 
stone is dwelt upon, is an elaborate procedure of its manifold tests— 
Silapariksa. These tests are both ritualistic and scientific as well. 
The earlier texts like Bhavisyapurana, Brhatsamhita and Matsyapurana 
have special preference for wood. The Visnudharmottara, however, 
lays down elaborate rules not only for the selection of the proper wood to 
be employed in making images, its expationations on the examination 
of the stone are also very elaborate and they more or less closely follow 
those enjoined in connection with Darupariksa. Dr. Bannerjea (cf. 
D. H. I. pp. 217-18) has taken full notice of the chapter on Silapariksa 
(the 19th) of the V. D. He has also given the extracts from Haribhakti- 
vilasa (the 18th) as taken from Haya-Sirsapancaratra and has duly 
translated and commented upon them. There are however, some other 
texts like Silparatna and Aparàájita-pracchaà which also have very rich 
discourse on this topic, a detailed notice of which will be taken here 
for the first time. A succinct summery of the contents of the first two 
texts will however introduce the topic and may be complimentary to 


the exposition of the matter from the S. R. and A. P. 
- o 


The sum and substance of this Visnudharmottara’s Silapariksa is 
that in the procurement of the Sila for image-making the Sthapati, 
the sculptor, should go under auspicious stars. The colour would 
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according to the devotees belonging to the four castes— white, red, 
c 5 


yellow and black stones are recommended 
Vaisyas and Südras respectively. It is further | 
erred should be of one colour. It should be “smooth, imbedded 


for the Brahmanas, Ksatriyas, 
laid down that stone 
pref 
in earth, without any grains of sand in its layers, good to look al, 
s : 2 5 re 

spiring water or merged in water, shaded by trees and 


washed by 
hailing from sacred Tirthas, of good length, breadth and DE 
(ayámaparinahadhyám). . etc."—Bannerjea's translation. The further 
text prescribes various modes of testing the selected stone. ‘They are, 
called Silalepas. The details of Silapariksa as laid down in the Hari- 
bhakti-vilasa are more or less in the line of those of the V. D. Here 
though they are more ritualistic, nevertheless embody certain very 
scientific statements. Its details of the different types of stones are 
worthy of mention. These are “yuva (youthful), madhya (of middle 
age), bala (very young) and vrddhi (old) of which the first two only are to 
be used for images (these. refer to the geological age of particular 
varieties) ; stone of masculine, feminine and neuter gender are to be 
destingushed with the help of their characterstic signs such as their 
ring and their glaze. The main image should be made of masculine 
stone, the pedestal of feminine, while the pindika (lowermost base) of 
the neuter (Pumlingaih pratima Karya strilingaih padapithika 1 pindi- 
kartham to sa grahya dirstva ya sanda-laksana)"—Bannerjea's trans- 
lation. The further text goes on with the different varieties of the 
pedestal and they may not be enumerated here as they are common to 
what will folow when linga-iccns along with their predestals are taken 
up ahead. With this general introduction to this substance of stone to 
be used in making images as gathered from the V. D. and H. V. let 
us now concentrate on the contents of S. R. and A. P. 


After the ritualistic details in connection with the procurements of 
the proper stone, the Silparatna (vide chapt. I 22-30) makes a modifi- 
cation of the ancient rule of caste-wise colour of the stone that a devotee 
belonging to any caste can have any colour he likes—sarvesamathava 
sarvah Silah syuriti kecan. Then are enumerated the merits of the 
fourfold colour of the stone—white bestows emancipation, red the victory; 
yellow the wealth, the black the prosperity (dhanyam). Silparatna 
also colloborates the recommendatian of Waribhakti-vilasa that the 
masculine stone should be used for the image proper, the feminine for 


its pedestal or altar and the neuter for the base—the lowermost part. 


Any diviation from this rule according to the text brings misfortune to 
the nation as a whole : 
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स्त्रीझिलाकल्पिते लिङ्गे राष्ट्रं राजा च qafa l 

पृंशिलाकल्पिते पीठे लिङ्गे पीठे च पण्डके। 

स्त्रिया पुंसा च भूपीठे कृते स्यादू राष्ट्रनाशनम्‌ ॥ 
The Aparajita-praccha has got a very elaborate procedure 
or the selection of a proper stone for sculpturing a linga icon. The 
Sutra 203 entitled ‘Linga-Pariksa’ (the contents reserved here and not 
quoted in the Anthology) may be quoted here to bring home to the 


reader this great ancient Indian institution of very meticulous care 
in the selection of a proper kind of stone for image-making. 


शाणाविद्धं शितं कृत्वा चले रक्षादिभिः क्रमात्‌ । 
यावन्निर्वाणतां याति तावत्कूर्याद्विचक्षणः du 
जुद्ध तत्तु निरीक्षेत तस्मिंश्चिल्लं शुभाशुभम्‌ | 
तस्य चिन्हानुक्रमं च प्रवक्ष्यामि च नामतः ॥ 
पद्माकारं स्वस्तिकं च शङ्काभं चक्रसन्तिभम्‌ | 
छत्राकृति ध्वजाकारं त्रिशुलाकृति पार्वतम्‌ ॥ 
मत्स्यमकरकूर्मांभं कलशाकृतिकं तथा | 
अर्धचन्द्राकृति तथा चैवं गोवृषभाकृति ॥ 
वज्रखड्गाकृतिकं च दण्डाभं चामराक्ृति। 
qurzfa ! fagan सयोनिमानर्सयुतम्‌ ॥ 
स्थपतिस्थापकानां तु पुत्रपौत्रविवर्षेकम्‌ । 
बहूनि यत्र दृश्यन्ते लिङ्गे लिङ्गानि सर्वतः ॥ 
ूर्वापरयौम्योत्तरे दृश्यते लिङ्गमु्तम्‌ । 
राजा भृत्य॑मेन्त्रिभिश्व वर्धेते प्रजया सह्‌ ॥ 
| दुश्यते पर्वोतो यत्र हानेकशिखराकृति: | 
| राजा सेनावधं कुर्यान्मासेनात्र न संशयः ॥ 
समुद्रबीचिसंकाशं मण्डलाकृतिक तथा । 
राजा परगतं राष्ट्मचिराद्विनिवतंयेत्‌ ॥ 
गोब्राह्मणहितं चैव यजमानोऽपि वर्धते | 
सुखदं सर्ववर्णानां शान्तिपुष्टिप्रदायकम्‌ l 
इन्द्रायुधनिभारेखा चतुर्वणोपशोभिता | 
शुक्ला विप्रस्य सुखदा रक्ता राज्ञो विधीयते ॥ 
वैश्यस्य पीतिका रेखा कृष्णा शूद्रस्य शस्यते | 
अविच्छिन्ना भवेद्रेखा पुत्रपौत्रविवधिनी ॥ 
विच्छिन्ना विन्दुसंयुक्ता वर्जनीया प्रयत्नत 
बद्कुभासाङतिस्चँव गृघ्रकाकाङ्घतिस्तथा 
बलयाद्याकृतिश्‍चेव कौशिकाङ्तिरेव 
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आवर्त दक्षिणं श्रेष्ठ वामावर्तं विगहितम्‌ | 
ग्रेनावर्तों दश्यते यत्र विपुलो मेखलान्वितः di 
तल्लिङ्गं टू पूजयेन्नित्यं सर्वकामार्थसाधकम्‌ | 
प्रासादो वा रथो वापि नन्द्याव्तस्तथा ङ्क STI 
रम्भा कन्या पुष्पमाला शिवा च दर्पणं तथा d 
कलशं चैव हारं चाक्षसूत्रं पवित्रकम्‌ ॥ 
वस्त्रयुग्मं कुण्डलं च तारकाकृतिकं तथा d 
कुण्डलं चेति विज्ञेयं लाञ्छनं शोभनं खलु l 
सोमे सूरये वृषे पद्मे sug वे विपुलं धनम्‌ । 
छत्रेषु चामरे चैव राज्यलाभं विनिर्दिशेत्‌ ॥ 
हारे वस्त्रे भगे चेव स्वस्तिके विजयस्तथा |i 
लाञ्छना सरसंस्थाने शुभं वाप्यथवाशुभम्‌ । 
वायव्याग्नेयमाहेन्द्रे वारुण्यां च यथा विधि ॥ 
अकारश्च उकारश्च UT ओओ अंअस्तथा | 
गजडदबं च ज्ञात्वा यथा तत्र च दृश्यते ॥ 
एतेषु दृश्यमानेषु महाबन्धभयं भवेत्‌ | 
आकारो दृश्यते यत्र अकारो वा तर्थंव च ॥ 
क्ल क्र च दृश्यते यत्र उजघटयषस्तथा | 
नरपदाशचाक्षराणि आग्नेयां च प्रकीतिताः ॥ 
एतेषु दृश्यमानेषु अग्निदोषभयं भवेत्‌ | 
(उचकारो लकारइच ) अनुनासिकसंज्ञकाः ।। 
यन्माहेनद्राश्जितं ज्ञेयं लिङ्गे चिन्हं शुभप्रदम्‌ । 
ककारश्च AMAI छजपथास्तथा ॥ 
शषसकारा विज्ञेयाः AHA JAFNA: dU 
एभिस्तु लाञ्छनैलिङ्गं सर्वेकामार्थं साधकम्‌ ॥ 
कथितानि लाञछनानि शल्यदोषमतः AT | 
सयोनिमात्र संयुक्तं लक्षणीयं विपश्चिता ॥ 
et तस्मिल्लिङ्गे चेव मण्डलं यत्र दृश्यते | 
सगर्भ तद्विजानीयात्‌ जीवशल्यं विचक्षणम्‌ ॥ 
मांजिष्ठाभे मण्डलं स्यात्‌ हरिते ककरो भवेत्‌ | 
पीते गोधां विजानीयात्‌ कृष्णे विद्यात्‌ भुजङ्गमम्‌ ॥ 
कपिले मूषको ज्ञेयः श्यामे तु कृकलाशकः | 
Sg Ses किशुकाभे च ait: अतसीभे पिपीलिका ॥ à 
भस्माभे TAAL ज्ञेय: वाल्हिका दवेतभस्मभे | d 
` विचित्रे foren विद्यात्‌ स्वस्रोतमगिनिस स्ति भे। | 
चम्पाभे कृमयः? प्रोक्ताः सवेतवणें नरोत्तम: । 
इतित्याज्याः लिङ्गदोषाः मूतिदोषं विवजेयेत्‌।। 
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Here in this extract the first line very briefly indicates the procedure 
how to purify a ling-stone at the mountain. Further, the lines 2-15 
describe the signs on the stone-slab both auspicious and inauspicious 
Padmakara, Svastika, Sankhabha, Cakrasannibha, Chatrakrti, Dhva- 
jakara, Tri$ulàkrti; Matsya-makara-kurmabha, Govrsabhakrti, Vajra- 
khadgakrti; Dandabha, Camarakru, etc. are the auspicious signs and 
are said to be conducive to the well-being and prosperity both of the 
Sthapatis, the sculptors, and the Sthapakas, the priest-representatives 
of their patrons, the donors, the Yajamans. Similarly Samudra- 
vicisanka$a and Mandalakrtika—these two signs are also hailed very 
auspicious. Indrayudhanibha line is good for all casts. Then follow 
the colour-signs and they are traditional, white, red and yellow and 
black good for Brahmanas, etc., the four castes respectively. The text 
is emphatic about the unbroken line as auspicious, otherwise (7. e. 
broken and having dots, the bindus on it) inauspicious. The further 


signs as enumerated in the text as in-auspicious are :— 


Bankabhasakrti | aswellasitlaysdown thatits colours 
Grdhrkakakrti |. indicating those of kita, sarpa 
Valayadyakrti | patanga ete. are also inauspicious. 
Kausikakrti | 


Further text takes up the latichanas—the wounds of the slab. If the 
avarta, i. e. the mandala, the ring takes the right direction, it is good, 


if otherwise (i. e. left) is bad. 


Other lanchanas, enumerated as good are as follows:— 


prasáda puspamala aksasutrá 

ratha Siva pavitraka 

nandyavarta darpana vastrayugma 

ankusa kalasa kundala 

rambha hara tarakakrtika - 


Now follow a very interesting code of laüchanaksaras, the syllables 
of the Là&chana—vide the lines 21-28. The import of these lines is 
certain vowels-consonants-like signs if seen on the slab are enumerated 


as inauspicious and others as auspicious. Now in the end follow the 


Saiya-dosas and Mandala-dosas.- 2 


The Mandala (ring on the slab)is indicative of the life und 
neath it and the following tabulation will be intersting to bring hoi 


the reades this ancient conjecture of the wounds of the slab: — 


Manjistha Mandala 
Harita Karkara 
Pita Godha 
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Kiüsukabha Kharjura White : Bhasmabha Bahlika 
Vicitra Vr$cika Atasibha Pipilika 
Aenisannibha Khadyota Bhasmabha Smrmara 
Deep red Indragopa Campabha Krmis 
White Narottama 


N. B.— The 1st word is the name of the colour, the second the name 
of the animal, etc. 


Now after the selection of a proper kind of stone free from all the 
blemishes, a meticulous care in the examination of which was a matter 
of deep religious faith and artistic. craftmanship, something ought to 
have been said of the proportions also. Accordingly as regards the 
actual proportions in carving out the entire image and its various sec- 
tions and. sub-sections, they have already been discussed in the previous 
chapter, the detailed instructions of which abound in practically all the 


texts on Iconography. 


The Metals :—Images made of metals fall under the category of 
cast-images. Metal-casting also might have been a very ancient institu- 
tion in India. Bronze-images abund in our ancient sculptural heritage 
(cf, ‘South Indian Bronzes'—Gangoli). The beautiful bronze Buddha of 
the early Gupta period, found at Sultanganj and now in the Birmingham 
Museum and Art Gallery, as well as the gold-plated bronze image of 
Mahjusri recovered from the Balai Dhap mound, close to the ruins of 
Mahasthana and now in the Rajsahi Museum, are sufficient and unique 
specimens to prove that the Indian artists were quite adept in the art 
of metal-casting. The evidence furnished by the early coinage (the 
uninscribed and inscribed cast-coins of the pre-Christian period—some of 
them belonging to as an early age as the and and 3rd century B. C.) 
also goes a long way to prove that this art was as old as 5th Century 
B. ©. Despite the paucity of a large number of ancient remains, the 
surmize that “the metal-casters’ art especially in the fashioning of divine 
images, remained throughout at a highlevel”—is amply borne out by the 
medieval bronze statues and statuettes from Nalanda, Kurkihar, Jhaveri 
(Chittagong) and other places of eastern India, and Chamba, Rajputana, 
etc. of north India and the bronze images found at Nagapatam, and 
various other parts of southern India. 


All this early and medieval archaeological evidence of the metal- 
casting art isalso corroborated in the Silpa-texts. The ‘Madhiicchista- 
vidhana’ Chapter in the Manasara (a work of Gupta period as con: 
tended by Dr. P. K. Acharya) and detailed instructions as given in the 


Pancaratra religious-texts, like Hayasirsa, etc. in regard to the prepara- 
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tion of the clay to be used in besmearing the wax-model are a sufficient 
testimony of this icono-plastic art of metal-casting. The medieval texts 
like Abhilasitartha-Cintámani (also Mansollasa of King Some$vara of 
the western Calukya-line of Kalyanf, 12th century A. D.) and Srikumara’s 
Silpa-ratna, give detailed instructions on the metal-cast-images. 
Further again, this metal-casting was both solid and hollow. Regard- 
ing the latter, there are clear evidences in as an early literature as the 
Rgveda itself (vide quotations in Pratima-Vijniana—'Sürmayam, Susi- 
ramiva, etc.’), The Manusmrti also corroborates this ancient institu- 
tion as pointed out by Dr. Bannerjea (cf. 217). 


It may be pointed out here that the casting of large-sized metal-images 
was an claborate process and required a good deal of expense. Naturally 
therefore, metal was rarely employed in the making of Dhruva-beras. 
Gopinath Rao’s remark ‘this material is almost exclusively used for 
casting utsava, snapana, and bali images’ is thus quite significant and 


true. 


Now with this general introduction to this ancient art of metal- 
casting, let us proceed further with the texts (as quoted in the Pr. Laks. 
34 (a) & (b)). Metals as enumerated in the Vastu-texts (cf. Silpa-ratna— 
Pr. Laks p. 11) are eight-fold and they are designated as ‘Astalohamaya’. 
This astalohamaya-bimba comprises within itself that made of gold 
(een) silver (Rajata), bronze (Tamra), brass (Paittala) bell-metal 


(Kamsya) iron (Ayasa) leael (Saisaka) and... .? (Trapusa). 


The text further lays down the respective merits of images made of 
these metals—the gold-image gives bhukti and mukti both, the silver 
image bestows strength, the bronze and brass bless with sons, bell- 
metallic image offers health and longivity, but the last three are instru- 
mental in briging about death, enmity and uccatana, etc. The text 
therefore is emphatic enough to instruct us to use only the first four 
metals called the ‘Mukhya-lohani’ and avoid the last four called ‘Pisaca- 
We shall see ahead—vide linga-icons, that the different texts 
agama, among the Agama texts and Aparajita-praccha 
also keep intact this tradition of the ‘astaloha- 


lohanr. 
like Suprabhed 
among the Silpa-texts, 
maya’ metallic iconoplastic art. 


Now the question is what was the process of making us class of 
There are as many as six texts (1. Karnagama, 2. 
Suprabhedagama, 3. Visnu-Samhita, 4. Manasara, 5. Aphia a 
cintāmaņi and 6. Silparatna) which have expatiations P his art 
Amongst these, the rst. two (K. A. and S. A.) merely testify — x 

of bees’ wax in metals-casting, the fourth, 7. e. Manasara, though devotes — — 


a complete chapter (see Pr. 


cast-images? 


Lak. p. 34) as hinted before, for describing 
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the method of casting of images in metals, 15 chiefly concerned with the 
ritualistic side of the subject. Now remain the three texts, a. glance at 


whose contents is necessary. The Visnusamhita mentions briefly thus: 


लोहे सिक्थामयीमर्चा कारयित्वा मृदावृताम्‌ | 
सुवर्णादीनि संशोध्य विद्राव्याज्भार व पुन: N 
कुशलैः कारयेद्‌ यत्नात्‌ सम्पूर्णं सर्वतो घनम्‌ | 


ie ‘If an image is to be made of metal, it must first be made in wax 
and then coated with earth ; gold or other metals are purified and cast 
into (the mould) and a complete (and fully solid—sarvatoghanam) image 
in thus obtained by capable workmen.’—Rao’s translation. 


'The more important and fuller textual testimony of the process of 
casting metal-images comes from Abhilasitartha-cintamani and 
Silparatna (as quoted in Pr. Laks. pp. 34. a & b). Both these texts are 
remarkable in giving to us both the methods of cast-images—solid and 
‘hollow. The former lays down rules of solid-cast, the later of the 
hollow one. A brief notice of both these quotations is necessary to 
acquaint the readers with this skilled art of ancient India. 


Sri S. K. Saraswati has the credit to point out, for the first time, 
the passage of Abhilagitarthacintamani—vide J. I. S. O. A. Vol. IV. No. 
2 p. 139 fi—‘An ancient text on the casting of metal images. Dr. J. N 
Bannerjea (D. H. I. p. 213-4) has also utilised, this text as translated by 
Sri S. K. Sarasvati. The text [cf. Pr. Laks. p. 34 (a) ] first refers 
to the preparation of the image (i. e. the model, evidently made of wax 
though not expressly said so here) complete with all the details, accord- 
ing to the navatala measurement; then instructions are given about 
the placing of wax-tubes on its back, shoulders and the neck or crown 
and besmearing it with refined clay in three layers. Rules for the 
preparation of the clay are given in detail. The clay coatings should be 
made in regular intervals and be carefully dried up in the shade. The 
textual injunction to be noted is that the amount of wax used to pre- 
pare the model should be weighed in the very beginning by the wise 
artist..... Then the particular metal out of which the casting is to be 
EM es S D ere to certain proportions; if the image 

3 : | pper, the metal should weigh ten times (or 
HRS cnn 
the specific gravity of the a e t s प a 
encased in a cocoanut-shaped Bes : ae eder 
from the clay-coated mould should b oe um E a a 
image in fire. The crucible with the 2 " m e RE. 

etal within ought to be so heated 


|| 
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that the latter may form a liquid mass, then after puncturing the top 
of the crucible with an iron rod, the whole molten metal should 
be carefully poured down the mouth of the tube. When the molten 
metal has congealed after cooling down, the clay coating should be 
broken up very carefully. Any superfluous metal and tubes adhering 
to the fully fashioned metal image should be filed away with a carana 
(a file 2), and lastly the whole should be brightly polished...... — 
Dannerjea. This is the technique of the solid cast. 


Now comes the turn of the last text Silparatna[Pr. Laks. p. 34 (b) ] 
prescribing the technique of the hollow cast and it is being translated by 
the present writer for the first time, a perusal of which should convince 
the reader of the efficacy of this art handed down from the hoary 
past. 


Let a wax-model be prepared first, of an image (either a ‘Bimba’ 
or a Linga’) ; then a sufficiently strong clay coating be overlaid and 
dried up, wax should then be removed. In that model then liquid iron 
or any other metal—gold or silver or bronze, etc.—is filled up. Now I am 
going to describe the technique of this casting for the benefit of 
workmen. There are five types of clay compounds to be used fora 
coating in a cast-image : ‘kathina’ (hard); manda-kathina (medium- 
hard): mrdvi (soft); mrdutara (softer) and musakaranayogya (clay 
fit for making a crucible—cf. writer’s ‘Hindu science of Architecutre’, 
where the architecutural connotation of this word is expounded for the 
first time). Of these the first type is prepared of ordinary clay or that 
got from ant-hills (nakuja) and it has to be made fit for besmearing, 
by thoroughly mixing it with finely powdered brick-dust, pure water 
and extracts of arecanut or betelnut husks and it has also to be 
beaten down by a stone-pestle to make it hard. If, however, the second 
variety, 7. e. medium hard, is desired, the above compound should be 
mixed up with cowdung. Further again if the third type of clay 
compound is aimed at, it is constituted by finely powdered dust of earthen 
pots (i. e. ground ina grinding stone) mixed with clay in proportion of : 
one to four. Ifcowdung is added to this compound, the fourth variety Fe 
is constituted. Lastly, the fifth is made by mixing charred husk, 
earthen pot dust and desiccated (i.e. pounded up by pestle) cotton 


cloth all in equal proportions and all finely powdered. 


Whatever a variety of an icon is desired to be cast, its model 
should be prepared in a bit lesser measurements so that Uo 
clay coatings may not go out ofproportions. After the first co gue 
made and itgot dried up the further coatings should be applied in 
such a way that the image is fashioned by and by and got hard also. 
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Now in the end, to make it soft, it should be besmeared with an essence 
ofcowdung. Thus prepared (the model) a wax-plate, along with the 
desired metal in proper proportion with all the characteristic signs of 
the image (aimed at) should be overlaid. As regards the ornaments 
and other decorations or symbols they may be cast either by a wire of 
the wax itself or by tanta (tintinisara) ; or again by a bamboo-fibre 
(venu-sara). Thus carved out with all the characteristic symbols as 
well as the weapons also, it should now be made well glossed and again 
aliquid clay coating ofthe softer type be given in more than one 
succession. When got dried up, it should be again besmeared with 
the soft variety of clay compound and be left for being dried up. Thus 
made hard enough it should now be tied up with black iron plates ; 
again a claycoating of the hard variety should be given in such a 
proportion with which it may endure—this coating process may be 
continued in succession. On the minor limbs of the image the iron-line 
(loha-paddhati) is the rule. Thus dried up, it should be put on the 
furnace which is duly lit up with fire and the model covered up with 
the firelogs. 


Now when the colour of the image takes up the colour of the 
flower of Kusmanda (a kind of pumpkin gourd) as is visible through the 
iron-pouring hole, iz should be taken down from the furnace and be 
placed with its mouth upwards, ina pit dug in the ground. Now is 
the time when the iron-liquid already melted ina crucible should be 
brought quickly and be poured in the mouth gradually, so that the 
whole interior is filled up with the substance. After this, the model in the 
hole is covered up with the dust and when in time it is cooled down 
all the coated clay should be removed by the sharp iron sticks by and 
by. It should then be smoothed with the proper implements. 


Metal images fall under the category of cast images, the pakaja 
class, which again also include the terracotta figurines that have been 
discovered in untold numbers from various parts of India belonging to 
the remotest past. Many of the terracotta objects as found in the 
Indus valley sites also stand for the images of gods. ‘Mackay expressly 
tells us that the numerousness of such finds shows that they were manu- 
factured in the factories of image-makers of these regions’—Banerjea. 
Similar is the conclusion of the excavations in the historic sites of 
Vaisali, Bhita, Sravasti, Kausambi, Somapur (Paharpur), Pundravar- 
dhana (Mahasthan), Banaras, Patna, Nalanda etc. 


Precious stones.—Now comes the turn of the precious stones as 
one of the principal substances of image-making. The Ratnaja class 
climages are said to be made of as many as eight kinds of precious stones 
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vide Silparatna (Pr. Laks. p. 11) They are Sphatika (crystal) Padmaraga 
(Lapislazuli), Vajra (diamond) Nila (sapphire); Hiranya (Gold) Vaid- 
urya (cat's eye), Vidruma (coral) and Pusya. Aparajita-praccha, how- 
ever, (Pr. Laks. p. 128) enumerates more than a dozen precious stones 
and gems of which the linga-icons were to be fashioned. 


Regarding the evidence of the ratnaja class of images, Rao supplies 
it (E. H. I. Vol. I. pt. I. pp. 49-50) with the remark that instances are not 
unknown in which the precious gems are employed as material for 
images. 'The palace of the king Theaba of Burmah is said to have 
contained a large ruby image of Budha. The temple at 
Chidambaram has a sphatika linga which is about nine inches 
in height and has a pindika (base) of as many inches in diameter. 
Dr. Bannerjea further supplies us an information on the subject parti- 
cularly in regard to the crystal by his remark ‘That crystal could be 
very skilfully handled and fashioned into beautiful forms, is proved by 
the discovery of the excellently carved crystal bowl with fish handle 
among the relics of Budha inside the big monolithic chest at Piprawa” 


As regards the technique and craftsmanship in fashioning the images 
out of the precious stones, details are wanting in the texts of the Vastu- 
Sastra. Dr. Bannerjea (ibid pp. 224-25) observes “As regards the ratnja 
class of images, little or no details about their manufacturing technique are 
to be found in the general body of the iconographical literature for the 
obvious reason that these images, being expensive ones, were seldom in 
demand by the common class of devotees, and even when a few wealthy 
ones were in need of them, the highly skilled jwellers and ivory carvers 
of ancient and medieval India were never handicapped for lack of ins- 
tructions in meeting their wants.” 


Ivory.—In ancient and medieval India, art of ivory cons- 
truction was also in great vogue and it was one of the finest manifesta- 
tions of Indian skill in artistic creations. Naturally, therefore, this art - 
was also at the disposal of the worship and its object. Hence dan 2 
(ivory) was also reckoned as one of the precious materials of which : 
the images were made. It may be pointed out that the ivory-imag: 
be included under the broader class of Ratnaja images 


sutra 128 and Pr. Laks. p. 128. 


The sixth member of the seven-fold substances 
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(loha-patta) it should be adequately besmeared with clay and then be 
kept for being dried up his suggests that the ingredients of this migra 


material may include any number of substances. 


While dealing with clay, it had already been pointed out that the 
clay images and sculptures, used to be fashioned out with ingredients of 
more than one substances. Sri Gopinath Rao has mentioned Kadi- 
Sarkarà also as one of the substances for making images. In my opinion, 
Kadi-sarkara images, fall under this category of misra-material. The 
main ingredient in the preparation of Kadisarkara according to Rao, is 
limestone, the others are not pointed out by him. Dr. Bannerjea has 
enlightened us further on the basis of a textual evidence from Hayasirsa- 
pancaratra, as quoted in Gopalabhatta’s Haribhakti-Vilasa (the 15th one) 
that this clay compound in which some of the constituents being powdered 
iron and stone, is much similar to the material known as stucco, which 
was so copiously used by the Hellenistic artists of Gandhara. Again while 
introducing the Misra or mixed material of the Silparatna, mention has 
already been made of a süla or pratima-sula. This is also corroborated 
in the following passage from Haribhakti-Vilasa: 


स्थापयेत्‌ प्रतिमाशूलं रत्नन्यासस्य चोपरि । 
शूलञ्च खादिरादीनां यज्ञीयानां प्रकल्पयेत्‌ ॥ 
विशोत्तरशतं शूलं कुर्याद्‌ पञ्चविशर्तः | 

प्रतिमाङगुलमानेन कृत्वा संस्थापयेद्‌ बुधः ॥ 


Matsyapurana also refers to mixed material: 


शैले शैलमयीं दद्यात्‌ पा्थिवे पार्थिवीं तथा 
दारुजे दारुजां कुर्यान्मिश्रे मिश्रां तथैव च ॥ 


annerjea takes this migra compound as falling under this very 
y of stucco or kadi-sarkara. Karkara and Sarkara denote the 
i little stone chips, (perhaps limestone chips). Rao further 
orms 1 s, “Brick and mortar or Kadi-sarkara images are also occasion- 
lly met with in several temples; in the the famous temples at Srirangam 
ndrum (Anantasayanam), the main central images are under- 

b his kind."—E. H. I. Introduction p. 49 


erial also fall brick and mortar images and 
nage of Mahasadasivamirti found by him in 


ra! ud 
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Sadyojata, Aghora, Tatpuru:a and Isana are represented, by five faces. 
As regards its sculptural skill, Rao remarks: “the heads are arranged in 
tiers in arithmetical progression, thus the topmost tier has only one head, 
the next one below has three, the next five and so on till the last tier 
has nine heads" Dr. Bannerjea further observes (D. H. I. f. n. p. 228): 
*Reference may be made in passim to the similar arragement of heads 
of the multi-headed Avalokitesvara figure belonging to the Vajrayana 
pantheon of Tibet and Nepal. One such eleven-headed standing 
figure has been illustrated by Grundwedel in his ‘Buddhist Art’, p. 203. 
fig. 148. 


Lastly though not least in importance is the Alekhhya as one of 
the most popular media of divine representations. Such images are 
said to belong to Chitraja class; a detailed exposition of the pictorial 
art as well as a critical examination of the $astric canons as found in the 
texts like the Samarangana-Sutradhara, Aparajita-praccha, Mansol- 
lasa (or Abhilasitartha-cintamani) and Silparatna etc. are reserved to 
the 3rd part of this work, hence repetition is unwarranted here. 


A further reference ought to be made, for the sake of completeness, 
to various other modes of representing the deity. The Silparatna (Pr. 
Laks. p. 12) mentions some of the materials like sand, cowdung, pista 
(pitha— prepared in rice powder) gola, (wooden ball) fruits and butter. 
The linga-icons, made of these materials, are said to be moulded 
temporarily and abandoned daily. The text is emphatic on the avoid- 
ance of any other parapharanelia, such as their pithika, trikhandamana 
or Sirovartana, etc. as well as any consideration of the time, the muhurta 
or the adhivasana, etc. The diety may be fashioned then and there and 
after paying one’s homage, it may be adandoned in waters. 


With this, a bit detailed exposition of the individual iconic subs- 
tances, the truth must have been brought home to the reader 
that iconoplastic art of India was not only varied and rich but also 
popular in asmuch as it was meant to satisfy the demands both of a king 
and a beggar alike. The memorable Gita verse “पत्रं पुष्पं फलं तोय holds 
good here as well. Dr. Bannerjea simply echoes time-honoured truth 
when he says “The service of the wood-cutter, the potter, the stone- 
mason, the painter, the jewellerand the metal-caster were utilised by 
the numerous religious minded people of India in greater or less degrees. 


manifestation of the inner religious experience as inculcate 
The Puranas like Visnudharmottara make emphatic declaration th 
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Kali Age there is no better way to pay homage to gods than in their 
images. 


In the end a word may be said to the several factors which ‘collec- 
tively contributed to the phenomenal [rise to importance of this practice 
and the consequent development of the iconoplastic art in its various 
phases. The first and foremost of them according to Dr. Bannerjea, was 
undoubtedly the wide prevalence of sectarianism in India in the centuries 
of Christian era. In the writers Pratima-vijüana, a detailed exposi- 
tion of these manifold sects has already been attempted and Dr. Banner- 
jea’s desertation on the theme (D. H. I. pp. 32 on wards) is very valu- 
able information and the reader is referred to, to read all this. The pheno- 
menal rise in the number of divinities and new errants in the orthodox 
hierarchy comprising not only the Brahmanic pantheon, but also the 
Buddhist and Jain ones, is another factor in the exuberant upsurge. 


Another factor which contributed to the development of iconogra- 
pher's artin this country was undoubtedly her contact with the foreig- 
ners, especially with the Greeks, in the centuries immediately precceding 
the Christian era.’ 


‘The evolution of the Tantras and the gradual canonisation of the 
modes for icon-making were also important factors conducive to the 
development of Indian iconoplastic art. “The last though not least, 
important factor contributing to the developfnent of Indian religious 
art, was certainly the systematic patronage which was given by the ruling 
powers of early and medieval India', the instances of the munificence 
Emperors like Asoka and the Imperial Guptas, Chalukyas, etc. are a 


E DE Epi था 
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MUDRAS—POSES AND POSTURES 


Iconography 15 both a science and an art. An art must express life 
in all its manifestations. Images and sculptures, the finest productions 
of art, naturally therefore, must expresslife. An ideal art like icono- 
graphy must not only express life, but should also ennoble life by means 
of its appeal, not only to the senses, but also to the spirit. Early Indian 
art being religious in character has always adhered to this spiritual 
side of artistic appeal. The very aim of Indian Iconography being the 
fulfilment of the want of worship of the gods and goddesses; and worship 
is nothing but a homage to the loftiest of virtues and highest of 
thoughts and noblest of acts that are understood to be possessed of, by 
these divinities; therefore they needed, in the anthopomorphic repre- 
sentations of gods and goddesses, to be expressed through some medium 
ofart. How to do it? Tt was through the symbolism of Mudras that 
the artists of India have done it and have done it creditably. T he 
symbolism of Indian art is its chief characteristic which gives to it a 
unique distinction in the artistic history of the world. 


The sculptural art in other ancient countries like Greece and Rome 
ared with this symbolism. An image, if carved out beautiful, 
in proportions and complete in artistic details as well es material 
craftsmanship, that was all that could be aimed at. ‘The bodily eis G 
and the improvement of its form engaged the sole attention or the 
Greek artists. But here in India, this was not all. £u and Icono- 
graphy are correlated subjects. Iconography, in “Ee orms not only 
cultural art but cultural life itself. Indian Iconography, as 
pointed out previously, has developed out of the womb of 1000000 
This iconology is one of many manifestations which represent anc the 
consummation, the spiritual life of Indians. Tide icouology again was = 
an outcome of man’s reflections on nature and its manifold processes. 
Naturally therefore all these reflections had to pass through a 


process of personification, abstraction or generalization m 
recollection and representation. Therefore it is with this funda 


i iew the Indian art wl 
background of human mind that we have to Viene adi: A 
was rooted in the spiritual advancement es eligiou 


satisfaction of Indian people. mer : 


never c 
pertect 


a part of 
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nature of a particular god or goddess but to show, through their chisel 
work, extremely subtle poses of the image, to show unmistakably the 
various moods, either grim or mild or meditative or grave or some 
other kind, in which deities were to appear before the worshipper. 
This presumably led to the psychological foundation of Indian art. 
Jt is from this cardinal angle of Indian art that Indian Images 
possess such a variety of expressive postures not only of the 
face but of the whole body—the hands and feet, etc. All these 
peculiarities of Indian art have thus a tradition both in manuals and 
monuments alike. There is no better designation of this element of 
Indian Iconography than the word ‘Mudra’. 


All the poses and postures both of the hands and the feet, together 
with those of the body, I have placed under Mudras. Anthropomor- 
phic representation of the gods being itself a symbolic phenomenon, 
everything connected with its details should also be taken as symbolic. 
The word Mudra conveys. the sense and significance of all this symbolism. 
The seats, conveyances, the dresses and the ornaments, all are symbolic 
in nature so far as they are related to the anthropomorphic figures of 
gods and goddesses. ‘Therefore, these latter topics, seats, etc. have, also 


been placed by me under the heading of Mudra (cf. the VI Chapter— 
Mudras—continued). 


Again we know that these ‘Hasta’ poses which are so much talked 
of, in the manuals on Iconography, really owe their origin to the 
institutions of dance and drama. Bharata’s Natyasastra treats this 
subject of ‘Hasta’ poses in relation to the different dancing modes for 
not only the production of the rhythm, so essential in the art, but also 
for the conveying of the expressions latent in the physical manifestation 
of the art. It is the mute expression of some of the noblest and highest 
ideas of poetry and philosophy on the part of the ‘Nata’, the dancer, 
to bring home to the spectators, the ‘Sabhyas’, the ‘Sahrdayas’, the 
fapperception by means of which they too identify themselves 


with this apperception leading to the appreciation of the true 
meaning of the art with all its sentiments, 
message. 


emotions and underlying 


Further again the imagination and the imitation are the foremost 
factors in any symbolic representation. They are more so in the fine 
arts. Visnudharmottars’s accounts regarding the origin of painting 
(cf. Part III Ch. 2, verses 1-9) from the science of dancing 
also corroborate this truth that observation, imitation and imagina- 


Mon are essential in any symbolic expression, be it painting or 
dancing. 
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It is with this background that the technical Mudras—hand poses, 
and the postures of legs—are intimately associated with the figures of 
gods and goddesses both in painting and sculpture, where the aim 
of the artist is to provide the mute gods and goddesses, a vehicle of 
expression through the medium of poses and postures. This suggestive- 
ness, the most vital element in the art, brings life in any artis:ic expression. 
Moreover, gestures have played a great part in the development of 
human civilisation from the linguistic point of view.. With the 
tremendous advancement in power of speech, a rational endowment 
to mankind, the use of gesture sometimes, in the expression of ideas 
with more clarity and emphasis, has been in vogue from time im- 
memorial and it is still a civilised sign of an orator, a public speaker, 
or a lecturer in the class room. A mere gesture with a hand or any 
other limb of the body suggests volume of ideas otherwise unexpressed 
or expressed imperfectly. Hence the hand poses, the poses of the 
body or the postures of legs, in which the art traditions of ancient 
India make their images express themselves, were long stereotyped 
here. 


Coomarswamy observes (cf. Coomarswamy and Gopalakrishnayya— 
The Mirror of Gesture, page 24) “Such motions must have been 
elaborated and codified at a very early date, and later on we find 
that the art of silent communication by means of signs, which isin 
effect a ‘deaf and dumb tanguage’, and just like the American Indian 
hand-language, was regularly regarded as one of the ‘sixty-four arts’ 
which every educated person should have knowledge of”. “He refers 
to Jataka number 546 (J. Text, VI pp. 364) where Bodhisattva judges the 
suitability of a woman for being his wife by communicating to her 
through the medium of a particular hand sign (hattha-mudda); she 
understood it correctly and replied to him with another of her own. 
(J. N. Bannerjea, D.H. I. p. 247). 


With this general introduction to this subject, I may now proceed 
with their elaboration in the text of the Samarangana-Sutradhara which 
has treated this subject very systemstically by devoting three separate 
chapters to the technique of poses and postures, the depiction of which 
in the domain of art, both sculptural and pictorial, has been a living 


tradition in India. 


These Mudras according to the Samarangana-Sutradhara may be 
classified into three broad divisions. t 


I. .Poses of hands (vide Patakadi 64 Hastas, the 83rd Chapter). 
2. Poses of the body (vide Rjvagata, etc. Sthanas—79th Chapter). ः 
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9. Postures of the legs (vide— Vaisn 


the 8oth Chapter). 


nai and eGangotri 


POSTURES ! 


ava etc. Standing postures— 


This broad division of the Mudras, to my mind, comprises the 


whole kingdom of the Mudras. Sri R. K. 
between *three broad divisions of Mudras 


ika, (cf. his *Mudras in art”). 


Poduval, however, distinguishes 
3 o 
, viz. Vedic, Tantric and Lauk- 


All these have been ably examined and 


dealt with by Dr. J. N. Bannerjea in his learned book the ‘Development of 


Hindu Iconography'. Dr. Bannerjea has 


the advancement of this particular br 


these Mudras in relation to their illustr 


first take the Hasta Mudras:— 


I. Hasta Mudras 


also done a singular service to 
anch of Indology by a study of 


ation in monuments. Let us 


Poses of the Hands.—As regards the poses of the hands, the 


Samarangana Sutradhara divides the 


namely:— 


I. 
2. 
3. 


All these are tabulated hereunder:— 


The Twenty four Asamyuta Has 


(i) Group—24 Asamyute Hastas 


I. Pataka 13. 
2. '[ripataka I4. 
3. Kartanmukha I5. 
4. Ardhacandra 16. 
5. Arala I7. 
6. Sukatunda 18. 
7° Musti I9. 
8. Sikhara 20. 
9. Kapittha 2I. 
Io. Khatakamukha 22. 
II. Sucimukha 29. 
12. Padmakosa 24. 
(ii) Group-13 Samyuta Hasta: 
I. Karkata We 
2. Savastika 8. 
3. Khataka 9. 
4. Utsanga IO. 
5. Anjali IT. 
6. Kapota 12. 


CC-0. Gurukul Kangri Collection, 


m into the three varieties, 


tas beginnirg with Pataka, etc. 


The thirteen Samyuta Hastas beginning with Anjali etc. 
The Twenty-nine Nrtta Hastas beginning with Caturasra etc. 


Saposa 
Mrgasīrsaka 
Kangula 
Alapadma 
Catura 
Bhramara 
Hamsavaktra 
Hamsapaksa 
Sanddamsa 
Mukula 
Urnanabha 
Tamracuda. 


Dola 
Puspaputa 
Makara 
Gajadanta 
Avahittha 
Vardhamana 


Haridwar 


MORE se 
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(iii) Group—21 Nrtta Hastas 


I. Caturasra I2. Latahasta 
2. Viprakirna 13. Karihasta 
3. Padmakosa I4. Paksavancitaka 
4. Arala Khatakamukha 15. Paksapracyotaka 
5. Avidha-vakraka 16. Garudapaksa 
6. Sucimukha 17. Dandapaksa 
7. Recitahasta 18. Ürdhvamandali 
8. Uttanavancita I9. Parsvamandali 
9. Ardharecita 20. Uromandali 
Io. Pallava : 21. Urahparsvardhamandala. 


:1. Kesavandha 


It may be noted that all these hastas though more true in drama 
and dance are really characteristic of the peculiar poses in which some 
of the renowned forms of Lord Siva (cf. Nrtta-mürties) are represented 
in Art. Dr. Bannerjea's observation (p. 248) that these have no practical 
application in Iconography is not fully correct. The standard manuals 
like the Visnu-dharmottara and the Samarangana-Sutradhara have 
given an honoured place to these in relatian to their iconographical 
expositions. Sri R. K. Poduval also bases his studies on *Mudras in Art’ 
on an early Sanskrit text ‘Balaramabharatam’ written by King Balarama 
Kulagekhara Vaüci Bhupala of Travancore. The real significance, 
however, as hinted at previously and pointed outin my ‘Pratima- 
Vijüana' (p. 240) is that among the Silpa-texts, it is unique distinction 
of the S. S. that it has devoted 3 chapters on Mudralogy and one chap- 
ter on Aesthetics in relation to the canons of painting. Both these are _ 
very important topics in dance and drama, where भावव्यक्ति and अवस्थानुकृति 
are aimed at, and as per the Visnudharmottara dictum (Bk. III Ch. 2) 
that the science of painting is dependent on the art of dancing, the S. S. 
too has echoed this fundamental truth of the intimate relationship of 
the art of dancing and drama with that of the Mudralogy in art: j 


हस्तेन सूचयन्नर्थ दृष्ट्या च प्रतिपादयन्‌ 
सजीव इति दृश्येत सर्वाभिनयदर्शनात्‌ ॥ 
आङ्गिके चेव चित्रे" "` साधनमुच्यते । 

Uto तस्मादनयोर्चित्रमाश्रितम्‌ ॥ 


and so conclusion is that whatis truein Paintii 
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Now it may be pointed out here that sometimes in the texts on 
Iconography, the words ‘hasta’ and ‘mudra? are spoken of as synony- 
mous, for example ‘abhaya-hasta’ and ‘abhaya-mudra’ ‘varada-hasta? 
and ‘varada-mudra’, etc. Sometimes again the word ‘hasta’ denotes 
an emblem and a posture both; e.g. ‘padma-hasta’, ‘pustaka-hasta’, 
etc. would mean a hand holding a lotus and a book respectively ; 
whereas the word ‘suci-hasta’ would literally mean a hand holding a 
sewing needle; but really it denotes the pointing pose. The word 
‘danda-hasta’ may stand for both, the emblem as well as a specific 
gesture. Further again, the word ‘mudra’ is also used ina restricted 
sense of a hand pose, e.g. jnana-mudra, cinmudrà or vyakhyana-mudra— 
all these denote the peculiar posture in which the palm with fingers is 
shown. 


As regards the word ‘hasta’, Dr. Bannerjea, observes that it is 
generally used in cases where the whole of the arm along with the 
hand is shown in a particular pose (cf. dandahasta, gaja-hasta, kati- 
hasta, etc.). But as per the writer’s observations before, -the word 
‘mudra’ in Indian Iconography, should be taken in a wider sense to 
denote the whole kingdom of symbolism associated with the images of 
divinities. 


A reference has been made to R.K. Poduval's three broad 
divisions of mudras (cf. his *Mudras in Art). His contention is that 
he has recognised as many as 64 mudras in Art and 108 in Tantra. 
Among the 45 Tantric Mudràs as reproduced by Poduval, such as 
anjali, vandani, vainayaki, etc., etc., Dr. Bannerjea’s observations 
(D. H.I. p.249) are worth quoting; ‘A careful analysis of these 
names show that some are connected with the deities to be worshipped, 


while others with the worshipper, a third set again symbolising the 
pacaras used in worship’, 


entering into further discussions whether Poduval’s 
e satisfactory or otherwise, let us see how many hasta- 
nd depicted in early art of India, The following 
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5. Jnana 10. Gaja or danda 

6. Vyakhyana II. Suci 

7. Dharmacakra 12. Tarjani 

8. Katyavalambita 13. Vismaya 

9. Kataka or Simhakarna 14. Bhusparsa 


Abhaya—It is also known as Santida (cf. Br. S. ch. 57-VV-33-5) 
the hand turned towards the visitor, (i.e. turned to front) with fingers 
raised upwards. Its carly illustrations are Mathura Buddha ficure of 
the Kushan period ; Siva-Visvimitra figure (on the coins of Dharaghosa) 
King Brahmadatta in illustration of Mahakapi Jataka at Bharhut. 
‘This is one of the commonest mudris in which one or other hand of 
the Brahmanical, Buddhist and Jain images is shown, and it stands 
for assurance of fearlessness, tranquillity and protection given by the 
deity to his worshipper'—D. H. I. p. 25r. 


Varada.—Itis also another ofthe typically common mudras in icono- 
graphic illustrations of ancient and medieval India, symbolises the bestowal 
of boon or benediction by the god on his votary. Utpala, the celebrated 
commentator of Br. S. explains this mudrà as the pose in which the 
palm with fingers pointing downwords is shown inside out. The 
antiquity of this pose goes as far back as the age of Indus Valley 
civilization (cf. Mohenjodaro seals containing figures ofa god seated in 
yoga. posture and Harappa terracotta human figurines). Sri M. S. 
Vatsa has described several such Harappa figures—vide *Excavations at 
Harapa', p. 294, pl. LXXVI. Kubera (Kupiro Yakho) is also depicted 
in Bharhut with his hands in this pose. 


Dhyana—Yoga—or Samidhimudra :—'It is that particular pose 
in which the palm ofthe right hand is placed in that of the left and 
both together are laid on the crossed legs ofthe seated image’—Rao. 
Our early literature abound the description of this yogic posture | 
(cf. Bhagvadgita VI. 13; Samatinaphalasutta; Kumarasambhava 
Canto. III. 47). Regarding its illustrations in the 
Dr. Bannerjea says (D. H. I. p. 253-54): “The earliest approach 
Dhyina-mudri of the texts, as explained by the quot 
is to be found in the figure ofa deity seated on a lotus 
on certain copper coins of Ujjayani, that can be d 
century B. C. In Gandhara some of the n 
shown with their hands in this pose ; 
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practising asceticism in the collections of the Peshawar and Lahore 
Museums. The red sandstone figure of Parsvanatha from Mathura, 
now in the collection of the Lucknow Museum, shows the Jina seated 
erect with his legs crossed and his hands in Dhyana-mudra ; it belongs 
to the early Kushan period. Many images, Brahmanical, Buddhist and 
Jain, of the Gupta period, show this pose, two Yogisana-Visnu figures 
in the Mathura Museum characteristically portraying 107, 


Jàana-Mudrz:—Rao says, ‘the tips of the middle finger and 
the thumb are joined together and held near the heart, with the palm 
of the hand turned towards the head’. Bharhut railings typify this 
pose as an early example in Ajakalaka Yaksa and other representations, 
The front right hand of the figure of Narayana in the Nara-Narayana 
relief at Deogarh, is its Gupta period illustration. Dhyan Budha 
figures of early period also illustrate this. It may be remarked that 
this mudra is particularly associated with Siva’s Daksinamürti and 
unfortunately its correct representation in early art is yet to come to 
light. 


Cinmudra:—It is described by Rao thus-‘the tips of the thumb 
and the forefinger are made to touch each other, so as to forma circle, 
the other fingers being kept open. ‘fhe plam of the hand is made to face 
the front. “The hand in this pose is usually. raised upwards near the 
breast and it appears that this is the exact counterpart of jàana-mudra'— 
Bannerjea. This mudra is adopted when an explanation or exposition 
is being given, hence it is also called Vyakhyana-mudra and Sandargana- 
mudra. Illustrations:—;. The extreme right section of a large panel in 
the cave temple of Ramesvara at Ellora depicts Subrahmanya teaching 
his father Siva the significance of Om; the right hand of polycephalous 


. god is shown in the Vyakhyana pose, a rosary being shown in the palm; 


2. The two-armed figure of Nara in the Deogarh relief just referred to, 
shows his right hand in the same pose, a rosary being also p'aced in the 
hand. 39. *One of the earliest representations ofa teacher expounding 


his lessons or doctrines is to be found at Bharhut where the sage 
Dirghatapasvi is shown in the 


attitude of instructing his pupils’— 
Bannerjea. 
Dharmacakra:—It i; characteristic of Buddha 


t symbolises the first Preaching of the Law by the Mas 
‘thus figuratively speaking, 


Law’ in motion. 
Miracles at Sray 


images alone. 
ter at Sarnath, 
setting thenceforward the ‘Wheel of the 
It is also used’ in the representation of the Great 
asti. The Gandhara images, in the opinion of 
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Dr. Bannerjea (D. H. I. p. 256) could not give an authentic representa- 
tion of this pose. ‘But in the truely Indian images of Buddha from the 
Gupta period onwards, the Dharmacakra-mudra is invariably presented 
in the manner shown in Fig. 4, Plate III of this book’. Dr. Bannerjea 
further remarks—‘this hand-pose is nothing but the combined representa- 
tion of jnana and vyakhyana-mudras, the left hand being in the former 
and the right in the latter’. 


Katyavalambita—or Katisamsthita-hasta :—It is the pose in 
which ‘the arm is let down so as to hang by the side of the body, and 
the hand is made to rest on the loin, indicating thus a posture of ease'— 
Rao. This is the most popular and commonly met mudra in the 
artistic remains. Coomarswamy takes it as the iconographic pose par 
execllence in ancient and medieval India. Dr. Bannerjea has a long 
ist to represent this pose, a tabulation of some of the more famous 
ones is given below vide—Early Indian coin-devices: 


1. Siva on some coins of Wema Kadphises, 

2. §Siva-Visvamitra on Dharghosa’s silver coins 

3. Siva-chatresvara on some Kuninda coins. 

4. Laksm1 on the unique coin with the legend ‘Pakhalavadidevata,’ 
i. e. Puskalavati-devata grouped by the numismatists in the Indo-Scythic 
series. E 


5. Durga Simha-vahini or Ekanam$a on some copper coins of 
Azes, identified by Dr. Bannerjea on the authority of the Brhatsamhita's 
description of this goddess-Ekanamsa. 


‘The standing images of Buddha, the Nagas and various other 
divinities, of the early Kushan and subsequent periods found at Mathura 
and adjacent places very frequently display this attitude; the Katra, 
Anyor and Mankuwar images of seated Buddha also show the same pose’, 


Bannerjea. 


Kataka— or Simhakarna-hasta :—It denotes that particular pose 


where in ‘the tips of the fingers are loosely applied to the thumb so as 
to form a ring or, as some what poetically expressed by the latter name, 
so as to resemble a lion’s ear'—Rao. It is specially suited to figures of 
goddesses and is very common also. Sirima devata at Bharhut is one 


of its earliest representations. 
Danda-hasta or Gaja-hasta:—‘It has got the technical sense of 


the arm thrown forward (sometimes across the body), appearing like a 
straight staff or the lolling trunk of an elephant’. The palm in this pose 
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*seems to be in Vainayaki mudra’, Bannerjea. It is finely illustrated in 
the well-known Nataraja images of Siva. NrtyarGanapati, Kr3na Kaliya- 
damana, dancing Camunda are also some of the more famous figures 
representing this pose. Bharhut sculptures of the Apsaras also depict 


this pose. 
Sücihasta :—It has already keen briefly noted. 


Tarjani-hasta :—It is a very suggestive hand-pose where the 
projected finger of the right hand points upwards (in the süci, it usually 
points downwards, the hand being held down), ‘as if the hand is 
warning or scolding another’ (Rao) ‘In Vajrayana Sadhanas’, remarks 
Bannerjea, *Marici and several other goddesses are very often described 
as (tarjanipasa-hasta— which means that the noose which is meant for 
chastisement, is placed in the same hand which is shown in threatening 
pose. Bharhut coping stones again illustrate this pose also in a Jataka 
relief. (cf. Gahapati Jataka, the house-holder Bodhisattva is represented 
in this attitude). Dr. Bannerjea has corrected Barua in his observation 
of Sudarsana Yaksini in Bharhut, who also is depicted in a pose similar 
to tarjani. 


Vismaya-hasta :—It indicates astonishment and wonder ‘In this 
pose the forearm is held up with the fingers of the hand pointing up 
and the palm turned away from the observer’. ‘The relief illustrating 
the Candesanugrahamürti of Siva in the Kailasanatha temple at 
Conjeevaram belonging to the Pallava period' is an example. A railing 
pillar relief of the Saka-Kushan period in the collection of Mathura 
Museum, depicts a male figure in this attitude. Dr. V. S. Agarwala and 
Upadhyaya have rightly identified this figure as the young hermit 
Rsyasrnga and they observe “This mudra is. indicative of astonishment 
(vismaya) and reflection (vitarka). The eye balls are turned upwards 
and the whole expression is one of deliberation in which an awareness 
of the immediate surroundings is absent. Satisfaction beams on the 
face’. Dr. Bannerjea comments: The story of Rsya$rüga is often 
narrated in the Brahmanical and Buddhist literature and the most 
suggestive moment in it is that in which the young Brahmacari 


beholds a maiden for the first time; the artist has chosen this moment 


and has very effectively portrayed the pleasant wonder of the 
unsophisticated youth when Sex-consciousness dawns-in his mind’ 
A Kumarasambhava passage (IIT. 41) describing Nandi guarding the 
entrance of Siva’s place of medtation has also been taken by 


Dr. Agarwala to illustrate this pose. Dr, Bannerjea gives a further 
artistic illustration of this pose in th 


A oe e bronze image of Hanuman 
belonging to the temple of Shermadevi in the Tinnevelly district of 
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Madras State. A Bharhut relief (victory of Buddha over Mara) also 
depicts this pose. ‘Exactly the same posture is shown on similar figures 


appearing in the scene of Buddha’s birth in numerous reliefs from 
Gandhara’. 


The two more mudras—Kayotsarga and Bhusparsa—chaiacteristic 
mainly of the Jain and Buddhist images respectively may also be 
referred to now. The former pose is usually adopted in the representa- 
tions of Jinas. In it the hands are shown hanging straight down the 
side of the body without the least bend in any of 116 - limbs ; this is 
described by Varaáhamihira as Ajanulamba-bahu, i. e. ‘the arms long 
enough to reach the knees’—this is one of the characteristic signs of 
great men and divine beings.—Bannerjea. 


The bhüsparáa, on the otherhand, is particularly associated with 
Buddhist iconography. In this pose, the left hand rests on the lap 
with palm outward and the right with the palm inward touches the 
seat below. ‘This pose illustrates the story of Buddha's calling the 
earth as his witness for testifying to his right to sit on the Vajrasana 
under the Bodhi tree, which was challenged by Mara, just prior to his 
enlightenment. Griindwedel has remarked that ‘certain hand postures 
attached themselves to particular legends and the position of the hands 
in the chief figure becomes an indication of the legend’ (Buddhist Art 
p. 177). This observation is mainly applicable to the two, viz., the 
dharmacakra and the. bhusparsa mudras, both these were principally 
connected with Buddhism and in the developed Mahayana Iconography 
they were the typical hand poses of the two Dhyani Buddhas Uiz., 
Vairocana and Aksobhya, respectively. ‘The nearest of the latter pose 
in Hindu Iconography is to be found in the two-armed figure of Nara 
in the Deograha relief already noted, where the god isseated in the 
ardhaparyanka fashion on a raised seat with index and the middle 
fingers of his left hand touching his seat ; but unlike the Buddhist mode 

of representing the mudra, we find here the palm of the hand turned. 
outwards’. 


II. Poses of the Body. : 


1. Rjvagata—the front view; || 
2. Anrju—the back view; = 
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9. Sacikrta Saria—a bent position in profile view; 
4. Ardhavilocana—the face in profile, the body in three-quarter- 
porfile view; - 

5. Parsavagata—the side view proper; 

6. Paravrtta—with head and shoulder belt, turned backwards; 

7. Prsthagata—back view with upper part of the body partly visible 
in forlorn profile; 

8. Parivrtta—with the body sharply turned back form the waist 
and upwards; and lastly, 

9. Samanata—the back view in squatting position with body 


bent. 


The complete list of these sthanas in which the figures of gods are 
to be shown according to the authority of the Visnudharmottara itself 
(cf. J. N. Bannerea's D. H. I. also p. 267) is: Rjvagata, Anrju 
Madhyardha, Ardhardha, Sacikrtamukha, Nata, Gandaparavrtta, Prstha- 
gata (?) Parsvagata, Ullepa, Calita,, Uttan and Valita. This enlargement 
is perhaps due to the law of ‘fore-shortening, (ksaya-vrddhi) 


It may be remarked here that a perusal of these Sthanas gives an 
impression that these do not fittingly represent my classification of the 
bodily poses. They are in a way, a mixture of the bodily poses with 
those of the postures of the legs and feet: “The above poses are 
characterised by the postion of legs and feet which are varied by a 
series of motions like Vaisakha, Alidha, and Pratyalidha, etc.” (ibid 267). 


The Samarangana-Sutradhara also classifies these Sthanas in nine 
different attitudes and these are :— 


(a) 1. Rjvagatai 2. Ardharjvagata 3. Sacikrta 4. Adhyr- 
dhaksa 5. Parsvagata. 

(b) 6. tog. The fourfold Parivrttas, 

(c) together with twentyfold Vyntaras. Thus according to the 
Samarangana - Sutradhara, these poses consist in these 
varieties of bodily poses, the first principal varieties among 
them being only five (cf. 1 to 5) and the second and 
third i.e. (b) & (c) are Parivrttas and their antras— 
inter-poses. 


Itmay be brought home to the reader that there are three princi- 
pal texts of Northen India—Visnudharmottara, Samarangana and 
Aparajita-praccha, where these poses have been done justice in their 
technical exposition. The Samarangana-Sütradhara (ch. 79—Rjvaga- 
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tadisthana-laksana) is the completest account and this chapter of 
full three hundred thirty-eight lines, when translated will throw a good 
deal of light on this most complicated and technical canon of Hindu 
Iconography. In the present dessertation, however, this translation is 
left unattempted for the simple reason that the text at many places need 
emandations and unless a proper concentration on this side of study is 
also made, the result may not be very satisfactory. I, therefore, propose 
to do it in a subsequent volume in the series of ‘Bhartiya Vastusastra". 


As regards Aparajita-praccha, it does not make any innovation 
on the topic except that its delineations on the Dhruvaberas or the 
principal types of Visnu images‘ viz., Sthanaka (standing), Asana (seated) 
and Sayana (reclining) are full of innovations, taken into account a 
head in connection with Visnu icons. 


Now remains the Visnudharmottaram-passages on this topic and I 
am taking liberty to use Dr. Bannerjea’s translation and the comments 
thereof. As already pointed out before, that these poses (rjvagata etc.,) 
are characterized by the position of the legs and feet which are varied 
by a series of motions like vaisakha, alidha and pratyalidha (poses 
peculiar to archers —‘q4 वैशाखमालीढं प्रत्यालीढञ्च घन्विनाम्‌), citragomutrika- 
gata and visama (peculiar to welders of sword and shield), calita, 
khalita (valita ?) ayasta (ayata ?), and alidhaikapada (peculiar in turn 
to the holders of a spear, a tomara, i.e. an iron club, a stone and a 
bhindipala, i.e. a small javelin or dart) and savalgita (in a sort ofgallop?— 
pose peculiar to the persons who hold a wheel, a trident, a mace, a 
kunapa, i. e. a kind of spear). These varieties of the positions of legs 
and feet are in addition to the two principal groups of standing poses, 
viz., sama and ardhasama or asama (cf. IIT group ahead) which mean 
*well-planted' and “in motion’, respectively:— 


समदचार्धसमा: पादाः सुस्थितानि चलानि च । 
समासमपदस्थञ्च द्विविधं स्थानक भवेत्‌ ॥ 


Samapáda is also known as the stance which is ‘padabhuyistba 
(feet firmly and squarely planted ?), while the other type (i. e. asama 
or ardhasama) should be (known) as mandala (in rotarory motion) : 


aq गत्वा पदभूयिष्ठ स्थानं समपदं स्मृतम्‌ । 
मण्डलञ्च द्वितीयं स्यात्‌. . . . - - esl 


‘One foot firmly. planted, the other shown in moving posture, is 
or ekasampada'—cf. the description of the 


really the ardhasampada ! 
le figure vide V.D. Bk. III Ch. 39; 49-50. — 


standing pose of a fema 
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‘One of the legs (should) be in Samasthana (straightly planted), the 
other in the vidgala (does it refer to the manner of showing one 
by crossing the other firmly planted leg ?...... 0066550 ), the body 
should be shown in a graceful manner, sometimes held by supports, 
charming with its grace and dalliance, with the front part of, the loins 


being broad and spacious, with one leg firm and well adjusted’. 
III. Postures of the legs 


The third variety of the Mudras as described by this text has been 
termed by me as postures (not poses) of the legs. In a previous chapter 
under the general . classification of the images, one of the classifications 
consists of three varieties in relation to the Dhruva Beras of Visnu 
images namely Sthanaka (standing posture), Asana (sitting posture) 
and Sayana (reclining position). Accordingly in the representation of 
the male Sthanaka murties, six different standing postures are adopted 
by the author of the Samarangana-Sutradhara and they are :— 


I. Vaisnavam 4. Mandalam 
2. Samapadam 5. Alidham 
3. Vaisakham 6. Pratyalidham 


The text also offers three postures in relation to representation of 
the female-sthanaka murties—‘vide S. S. 80-13. t | 


1, Vaisnavam.—It is so called because the presiding deity, to 
whome this particular poseis most favourableis Visnu. The distance 
between the two legs should be of 24 tala and one of the legs to be shown 
as poised and the other tryasra, a bit bent in a triangular position, both 
the thighs being a bit bent down (80. 3-5). 


2. Samapadam.—Its presiding deity is Brahma. It is also called 
Samabhanga—this denotes the equiposed body where ‘the right and left of 
the figures are disposed symetrically, the Sutra or plumb line passingthrough 
the navel, from the crown of the head to a part midway between the heels' 
(Tagore). ‘‘Thus”, says J. N. Bannerjea, “the weight of the whole body 
is equally distributed on both the legs and the pose is firm, erect, there 
being no bend in the body. This posture is illustrated in many Indian 
images which are shown in this attitude, the most typical being the 
early and late figures of the Jain Tirthankaras”. Sirima devata and many 
other Vyantara-devatas on the Bharhut railing stand in the samabhanga 

attitude. Early Indian coins and seals such as varieties of Siva on 
- Ujjayini and Audumbara coins; Mahasena on Huvishka’s coins; Gaja- 
laksmi on Bhita seal also illustrate this pose. 


3. Waisakha.—Here the distance between the two legs is 3% tala— 
one leg being asra and the other paksasthita. This posture is known as 


ex 
a N 
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Vaisakha after the god Visakha, who is the presiding deity of this posture. 
As already pointed out this posture is pecular to the archors. 


4. Mandalam.—Its presiding deity is Indra .The distance between 
the two legs being 4 talas—one leg tryasra, the other paksasthita and the 
waist and the knee being identical (................ ). It has already 
been noticed and explained above (cf., V. D.'s definitions and Bannejera's 
translations thereof). 


5. Alidham.—Rudra is its Presiding Lord. Init the distance of 
the stretched up right leg and its left companion between each other is 
five talas. 


6. Pratyalidha.—lt is the reverse of the Alidha. The right leg 
was stretched up in the former. Here it is bent up and the left one is 
spread, instead of being bent down. 


“Alidha-pada, which is sometimes loosely called alidhasana, denotes 
that particular mode of standing in which the right knee is thrown 
to the front and the leg retracted, while pratyalidha-pada is 
just its opposite; both these attitudes are adopted in shooting arrows and 
one of the earliest depictions of these poses is to be found in the two 
arrow-shooting figures of Usa and Pratyusa, goddesses of dawn, accom- 
panying Surya, ina pillar of the old stone railing at Bodhi Gaya” (D. H. 
I. P. 266). Dr. Bannerjea has given a very good representation of praty-a 
lidha pose of a figure appearing on some punch.marked coins among the 
Purneahoard—Siva appearing on the Sirkap bronze seal of Sivaraksita 
and some copper coins of Maues also approach this posture. Hindu 
goddess Tara as per the descriptions of Tantrasara of Agamavagisa 
also assumes this pratyalidha attitude. Some Yaksnis of Bharhut and 
Mathura railings are also depicted in this pose. A good many medieval 
and modern images of Krsna in several of his lilamurtis are also shown 
in this pose. 


In the end a word need be said about poses technically called 
Abhanga, Tribhanga and Atibhanga. A.N. Tagore (vide his ‘Some notes 
on Indian Artistic Anatomy’) has very brilliantly brought out the impli- 
cation of these poses. *Abhanga is that form of standing pose, in whi 
the plumb line or the centre line, from the crown of the head to a p 


Tagore. Its early representations are: Siva on some 
and those of Wema Kadphises as well as on a square 


=." 
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The tribhanga pose has been described by Tagore as one in which 
‘the centre line passes through the left (or right) pupil, the middle of 
the chest, the left (or right) of the navel, down to the heels. The lower 
limbs, from the hips to the feet, are displaced to the right (or left) of 
the figure, the trunk between the hips and neck, to the left (or right) 
while the head leans towards the right (or left) This pose is so called 
because the number of the bends in the figure is three and so the name 


is quite appropriate. 


Dr. Bannerjea observes; “The pose may not be as common as the 
other two, but it is also used in the iconographic art of ancient and 
medieval India, especially in the representations of goddesses and other 
attendants of principal deities. Rsya$rnga on the Mathura railing—and 
the goddesses on certain copper coins of Azes, tentatively identified by 
me as Durga....are undoubtedly depicted in the tribhanga pose.’ 


Now remains atibhanga. It is really an emphasised form of 
tribhanaga, ‘the’ sweep of the tribhanga curve being considerably 
enhanced. The upper portion of the body above the limbs below are 
thrown to right or left, backwards or forwards, like a tree caught ina 
storm’. This type is comparatively rarely represented in Indian art 
and is used in the depiction of dynamic action of the divinity; several 
ugra (terrific) forms of Siva and Sakta deities and various krodha- 
devatas of Vajrayana Buddhism are usually*depicted in this manner'— 
Bannerjea (D. H. I. P. 266). 


Something ought to have been said here of the Dancing Poses, 
intimately associated with Nataraja Siva; but they are reserved for ex- 
position ahead-—Saiva Icons—the Nrtta-murtis. 


Before closing the Chapter two more ‘mudras’ may be only hinted 
at here. The first is the mode in which certain figures were depicted 
in the iconographic art of ancient and medieval India. It is the flying 
one and as it is intimately associated with Gandharvas and Vidyadharas, 
it woned be taken ahead—Pratima-laksana Pt. 1I—‘the Gandharvas’. As 
regards the second it is conventional representation of the clouds in the 
early and medieval art. It is also associated with these celetial 
figures—the gandharvas and vidyadharas, who make their aerial 
sojourn through the firmament and therefore its indication or repre- 
sentation has formed an important topic of the iconographer’s art. The 
V. D. has prescribed the canon (vide its discourse on the Painting— 


Book III) and it will be taken up in its proper place vide Pt. III— 
the Pictorial Art. ; 
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CHAPTER VI 
MUDRAS (continued) 


(Objects, Seats, Drapery & Decorations) 


This chapter is in continuation of the last chapter. While in the 
former we have dealt with the Mudras in their subjective, i. e. mental 
and spiritual attitudes manifesting themselves in the bodily poses. 
Here in this chapter they are being treated from an objective point of 
To the various attitudes in which the hands of images are shown 
as many as three chapters have been devoted in the text and their 
notice has already been taken of, in the previous chapter. Similarly 
other technical terms usually employed in the 
and poses which the 


view. 


there are a good many 
description of the images such as the postures 
bodies of the images are made to assume, these too have becn taken 
notice of, in the previous chapter (cf. the standing postures and poses of 
the body). But there is a multitude of terms which denote the costume, 
ornaments and headgear in which the images are represented together 
with the objects which images of gods are shown to bear in their hands, 
such as weapons, implements, musical instruments, animals, birds, etc. 
These need be taken notice of for the sake of completeness of the 
topic, though no separate chapter is devoted in the Samarangana- 
Sütradhara for their description. Aparajita-praccha however has a 
unique distinction to devote some Sütras to this side of iconographical 


treatment. Silparatna and Manasara are also credited to have taken $ | 
up this subject (P. L. p. 50-55)- d 
In the previous chapter I have maintained the thesis that Mudras 


should not be taken only to denote the poses of the hands, body and the 
legs and feet alone, but they are also the symbolic representations of the 
characteristic emblems of the divinities. In this sense all the symbols 
characteristic of a particular deity can stand for mudras. Mudr 

poses of the hands, etc. and current in literature are more intim: 
connected with the Buddhist images. The Brahmanic images ६ 


of their characteristic emblems, like dresses, ornaments, seats 
n with so many. intricacies of th 


veyances have not been show 
as they are generally understood, by the Indian artists. - 


It may, however, be again remarked CEE 
itis c . obivio 


rte 
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peculiar positions of the hands and fingers or fect and body as those of 
Buddhist and Jain figures. ‘The reason why mudras are less important 
in orthodox Hindu art may be explained by the presence of their 
substitutes in agreat number of weapons and attributes held by 
Brahmanic deities.’ 


This contention is borne out by the following quotation from 
Tantra-sara : 


एकोनविशतिमु द्राः विष्णोरुक्ता मनीषिभिः । 
झंखचक्रगदापद्‌म — — वेणृश्चीवत्सकौस्तृभाः ॥ 
क “शिवस्य दशमुद्रिकाः । 
लिगयोनित्रिशूलाख्या मालेष्टाभीमृगाह्वयाः di 
सूर्यस्येकेव पद्माख्य सप्तमुद्रा गणेशितुः । 
लल्मीमुद्राच्चंने लक्ष्म्या वाग्वादिन्याइच पूजने di 
अक्ष्माला तथा वीणा व्याख्या-पुस्तकमुद्रिकाः । 
सप्तजिह्वाह्वया मुद्रा विज्ञेया वह्निपूजने ॥ 


Thus nineteen mudras are known to be of Visnu—some of them are 
sankha, cakra, gadā, padma, $rivatsa, kaustubha, vanamala etc. Siva 
has ten mudras sacred to him, 7. e., the lingam or the phyllic symbol, 
the trident, the rosary, damaru, etc. Surya or the sun has one mudra, 
namely the lotus. Ganesa has seven mudras,esome of which are the 
tusk, the goad, the axe, the rice-ball etc. The mudras for Sarasvati are 

/ the lute, the book and the rosary. Similarly the mudra for Agni is 
seven flames—I. I. p. 46. 


The symbols or mudras in the broad sense of the term (which I 
have introduced) are accessories to the main figure—the conductors, as it 
were, between the image and the idea. Thus the observation of the 
elephant in the image of Indra brings back the whole idea of Royalty 
of which an elephant used to be a fundamental emblem. The bull, in 
India, is a sombol of Dharma and was thus used as the vehicle of Siva, 


the great yogi. Symbolism in India is the key note of its culture and 
philosophy. 


It is from this broad stand point that we have bestowed upon our 
gods and goddesses the following weapons and implements. 


I. Objects | 


à A— Weapons and Implements.—The weapons and the imple- 
ments that are generally mentioned in the manuals of Iconography. in 
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relation to the description of the images of gods are tabulated as 
hereunder indicating also their association with the particular gods or 
goddesses :— 


(i) Weapons : 
S. No. Weapons Gods & Goddesses : 
I. Cakra (Sudarsana) Visnu M 
2. Gada (Kaumodaki) 5 3 


3 Sarnga—the bow 
4. Trisiila (or Sula) Siva 
Pinaka 


. Khatvanga 


be 
FT (५५६४ STOR Fo 


a 


5 

6 

7. Agni 
8. Parasu 

9. Ankusa Ganesa 
० 


Ps 
Pasa » 


II. Sakti Subrahmanya 
b 19. Vajra » (also Indra) 
l 3. Tanka E 
: I4. Musala À Balarama 
; 15. Hala 99 z 
3 16. Sara (arrow) Kartikeya, the war lord 
2 (cf. S. S. 77. 27-28). 
j 17. Khadga (Sword) » 
; 18. Musrnthi MET 
3 I9. Mudgara (club) Ki 
20. Kheta (Shield) c 
21. Dhanus (bow) » 


22. Pataka (Flag staff) 35 


29. Parigha 


24. Pattisa (spear) 
Carma (skin shield) 


tt 


nem . ~ 
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Abhüsanas). These Ayudhas of the Aparajita are tabulated as here- 
under : 
I. Trisula 19. Danda 25. Sirsaka 
9. kshurika 14. Samkha 26. Sarpa 
g. Khadga 15. Cakra 27. S$rhga: 
4. Khetaka 16. Gada 28. Hala 
5. Khatvanga 17- Vajra 29. Kuntaka 
6. Dhanus 18. Sakti go. Pustaka 
j. Bana 19° Mudgara 31. Akgamala 
8. Pasa 20. Bhrsundi 32. Kamandalu 
| 9. Ankusa 21. Musala 33. Sruk 
10. Ghanta 22. Parasv 34. Padma 
ir. Risti 23. Kartika 35. Patra and 
12. Darpana 24. Kapala 36. Yoga-mudra. 


N: B.—A glance at these will show some of these so called ayudhas 
(Nos. 12, 24, 25; 273 30 to 36) are really symbolic objects placed in the 
hands and they may be called improvished weapons. 


Silparatna, another text of repute belonging to the Southern group 
of Silpa manuals has also described certain weapons (Chap. 16. pp. 54- 
66; Pr. L. 0. 45) like dhanus, Sara, tanka, mrga, cakra, $amkha, 
damaru, kamandalu, padma and nala—some of which, as remarked, are 


^ 


only improvised weapons. 


Now some remarks need be made about these weapons and their 
presentation in art: - 


Trisula.—It is a weapon par excellence of Siva. Its sculpturing 


or iconography presupposes the same material, of which the image 
pearing it, is made. The Silparatna is emphatic enough to impress that 
: .— “यद्‌ द्रव्येण कृतं बिम्बं तेनेवायुधमाचरेत्‌ ' | 
; ording to A.P. it has four principal parts, the danda, the two paksas | 
and the Sakti, in the middle. The paksas, the blades are enjoined to 
— be sharp enough to terrify and Sakti-part should be overlaid with 
kantakas’ and it should a bit higher than the two blades. As regards 
the danda, its staff, the proportions of its length and thickness (or 
one respectively. 


ds that triüla or stla and paragu in some - 
early representatio 
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Ksurika—Ksurika as described in the text is nothing more than 
what we possess and use it in the household. It is said to be of seven 
types—Kaumari, Laksmi, Samkhini, Tunduka, Papini, Subhaga and 
Laksa. Their proportions vary from six to twelve angulas. Its 
musti should be of four angulas in length and in its upper part it 
should be well beaten and its bottom to be in the shape of barley and 
of course it is to be studded with a wedge. The text warns the 
sculptor to avoid its ill proportions otherwise misfortunes are the out- 
come. 


Khadga— Means a sword and various names are used to denote 
swords particular to different deities, the sword of Vasudeva-Visnu is 
Nandaka, while the one placed in the hand of the consort of Pradyumna 
is Nistrimga. Its sculptural varieties and the proportions, there of, as 
given in the A. P. are 50 angulas, the superior variety; 48 the middle or 
medium and 46 the inferrior one. The sword having its edge like corn 
barley is called *Yavaka'. Regarding its shape instruction is : पालिकोर्थ्वे यवं 
कुर्यात्ताडकाधस्तु ग्राहकम्‌ | 

Khetaka—Brhatsamhita (ch. 57, v. 40) alludes this weapon in the 
description of the consort of Samba, the son of Vasudeva-Krsna. 
The S.S. allots it to Kartikeya (ch. 77). Itisa shield either round or 
oblong in shape; it is primarily a weapon of defence and used to be 
made of wood, metal or skin. On account of its being made of hide 
it is very often named carma in iconographical texts. 

It is also a kind of sword and the A.P. describes it, in the propor- 
tions of Khadga; only its diameter is to be bigger by two angulas than 
that of the Khadga. Like Khadga it can also take three varieties, the P 


superior, etc. 


Bury I 


Khatvanga—Rao describes (E.H.L) it as ‘a curious sort of club, 
made up of bone of the forearm or the leg, to end of which a human 
skull is attached through its forearm’. Dr. Bannerjea comments 
(D.H.I.p. 302): ‘This description shows how hideous the weapon was, 
though in some of its late medieval representations, this character is 
somewhat subdued by the replacement of the osseous shaft by 
carved and ornamented wooden handle; this weapon is peculia ti 
awe-inspiring forms of the Devi and her Consort Siva, su 
Camunda and Bhairava." This latter refinement is also 
corrupt lines of the A.P. describing this weapon— हिम भ्‌ 


s -aS 
Special names are given to the 
of Siva is pinaka and 
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Pradyumna (Manmatha, Kamadeva—the same as Mara in Buddhist 
mythology) is floral (he is also called Puspadhanva) and having arrows 
five in number (Paüca-sara". Manmatha, the God of love, is, some- 
times (especially in the medieaval period), endowed with a sugar-cane 


bow’.—Bannerjea. 


A.P. (after describing the bow) classifies the arrow as of three-fold 
variety (cf. Pr. L. p. 44). 


कुम्भके कुम्गयेद्‌ वाणं पूरकेण तु पुरयेत्‌ । 
tah रेचयेद्‌ बाणं त्रिविधं शरलक्षणम्‌ ॥ 


Pasa and Ankusa—The former is a noose or lasso used in binding 
one's enemies. It is sometimes shown in the form of a snake 
(nagapasa). Rao observes: ‘It is represented in sculptures as consisting 
of two or even three ropes made into a single or double loop. The 
latter, ८.८. amku$a, an elephant goad, is a weapon consisting of a sharp 
metal hook attached to a wooden handle’. This description as given by 
Rao is corroborated by A.P.—'waxfzfam वापि पाशो ग्रन्थिसमाकुलम्‌' | 


Ghanta Risti, Darpana and Danda—The first weapon will go 
after the bell, ristika is four-bladed, darpana looking glass, is a mirror, 
and danda, the staff, takes the proportions of a sword—A. P. 


Sankha Cakra and Gada—The Sankha is described as daksina- 
varta, Cakra carayuta, gada after the dimensions of the sword—A.P. 
According to Silparatna (P. L. p. 45), Samkha and cakra are of equal 
proportions, t.e. of 12 angulas in vistara. A detailed notice, however, 
will reveal that these are very important weapons associated with the 
most popular gods of Hindu pantheon (as already pointed out). 


Sankha—is an ordinary conchshell specially associated to Visnu 
images. It is known by the name of Paticajanya (said to have been 
made out of a bone of the demon Pancajana, killed by the god). In 
Bhagvadgita (Canto I) is given a vivid description of the various 
gankhas used by the principal warriors assembled in the battle-field 
of Kuruksetra, and one that was blown by Hrsikeśa—Vasudeva-Krsņa— 
was this paficajanya as recounted by Sañjaya. In ancient India, these 
conch-shells were used to be blown, on the battle-field, to inspire the 
soldiers and strike the terror into the hearts of enemies. Rao’s observa- 
tions on its sculptural varieties are worth mentioning: ‘The conch repre- 


sented in sculptures is either a plain conch, held in the hand with all 


the five fingers by its open end (pl. I. Fig. 1) or an ornamented one, 
having its head or spiral top covered with a decorative metal cap; 
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surmounted by the head of a mythical lion, and having a cloth tied 
round it so that portions of it may hang on either side (Pl. 1 fig. 2). 
There are also tassels or pearls hanging on the sides. Curiously enough 
a Sankha of this description is shown, so as to be held between the 
first two fingers which is indeed a difficult task to perform. In a few 
instances, attached to the lower end of the $ankha, there is a thick 
jwelled ribbon, which is made to serve as a handle (Pl. r. fig. 9). 
Sometimes this ornamental variety of $ankha is shown with ‘jvalas’ or 
flames of fire on the top and on the sides’. 


Cakra—is also characteristically Vaisnava weapon. It is also carried 
by Durga. It ‘is a wheel, the one par excellence held by Visnu, being 
Sudar$ana and the Pancaratra texts like Ahirbudhnya Samhita 
elaborately describe the latter. In art it is represented in two ways 
either as a cart wheel...or an ornamental disc; sometimes in the form. 
of a full-blown lotus, petals serving at the spokes’. 


Gada—or the Indian club or mace is usually represented as thicker 
than the danda or the ordinary cudgel. Dr. Bannerjea remarks: ‘In 
the very early representations of this weapon found in some Indian 
coins and seals, no distinction is probably made between these two 
weapons. The mace held in the hands of Visnu is known as 
Kaumodaki (cf. Sisupalavadha canto. III). 


Vajra and Sakti—Vajraas defined in the A.P 'शूलद्वयदी घेमेकविशति 
शूलत: is not quite clear. As regards Sakti, it is said to be having a blade 
in the shape of half-moon and it is 12 angulas in measure. Vajra,- 
thunderbolt, is particularly associated to Indra (and also Siva). ‘It is 
made up of two similar limbs, each having three claws resembling the 
claws of birds, and both its parts are connected together by the handle 
in the middle—Rao. Dr. Bannerjea observes: ‘Vajra seems to have 
been represented in early art in two different ways: one is club-like 
appearance, narrow in the middle and wider at both ends (cf..in the 


upper right hand of Siva on a coin of Huvishka) and the other isa 


double-faced weapon ending in projecting prongs at its both ends 
(... a vajra of this variety, shown behind its personified foi 


whose head the right hand of Zeus—Indra is placed)’. 


Sakti—is a spear, the special weapon of Skanda 


Durga. ‘Jt consists of a metallic piece, eith 
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angulas; bhrsundi, on the other hand is two hastas in length and in 


equal measure...-, 


As per the S.S.’s description of Kartikeya, both these weapons are 


particularly favourite to this god of war. 


Musala and Parau—The former is defined as 20 angulasin measure 
of length and 4 angulas in breadth; the latter resembles the half-moon. 
Musala is the wooden pestle, ‘an ordinary cylindrical rod of wood 
capable of being used as an offensive weapon; it is usually associated with 
Sankarsana—Balarama. Parasu is the battle axe’. Rao says ‘The earliar 
specimens of this are light and graceful. The parasu of the archaic 
type consists of a steel blade which is fitted in a turned, light, wooden 
handle. The handle is sometimes fixed in a ring which is attached 
to the blade of the axe. Sometimes, however, the blade is fixed in a 
hole bored in the handle. The latter form consists of a heavy 

club, closely resembling the gada, into which the head of parasu is 
fitted.’ 


Kartika, Kapala and Sirsaka.—Kartika and Ksurika take equal 
proportions; Kapala is the head bone while Sirsaka as a weapon is 
nothing but the the head (the killed and separated one?) of the enemy. 


Sarpa, Srüga, Hala and Kuntaka.—Among these Hala is of 
particular mention. ‘This is the ordinary Imdian plough, probably 
extemporised as a weapon of war'—Rao. It is called also sira, 
langala etc. and is particularly associated with Sankarasana—Baldeva. 
Sarpa is definied in the text as ‘three-hooded snake. $rnga is the 
horn of the cows etc. and Kuntaka, the spear, is of five hastas in length. 


Now the last seven (of the sattrimSatirayudhas) the pustaka (said 
to be sculptured in yugmatala), aksasuaraka (the rosary for japa) 
Kamandalu, (padonah?), Sruk (of 36 angulas), padma (resembling the 
flower lotus), patra (unfettered and tremulous—mukta and lola) and 
lastly the yoga-mudra (padmasardha-yugma-hasta) are really not 
weapons, but symbolic objcets like implements and other objects held in 
the hands of the deities, a consideration of which is to follow as the 
second item under this hleading. 


But before we close this item a word on Agni and Tanka—the two 
weapons among the 25 weapons tabulated above remains to be said: ‘Agni 
shown as a ball of fire is placed in one of the hands of Siva-Natara ja; it may 
also be depicted as a torch serving the purpose of an incendiary weapon. 
The earliest representation of agni as the sacrificial fire (a pot with 
flames issuing out of it) is found in the scene of the miracle of sacrifice 
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(performed by Buddha for the conversion of Kasyapa), carved in the 


eastern gateway of Sanchi (in medieval Indian art, it is shown in the 
illustration of the marriage of Siva-Parvati, the Kalyanasundara- 
mūrti of Siva). 'Tanka—a stone-mason's chisel, is really an implement, 
but could also be used as offensive weapons in early times. 


I. 
2. 


2 


3: 


4- 


5. 


6. 


(ii) 
Sruk 


Sruba 


Kamandalu 


Pustaka 


Aksamala or Aksasutra 


Kapala 


Implements & other Symbols 


Brahma 


33 


33 


A . 
Siva 


(i) 


(ii) 


‘out of which is one of the - 


Sacrificial implements in 
the shape of ladles, the 
usual emblems of 
Brahma. 

A special characteristic 
of Brahma though Siva, 
Parvati and other deities 
too are associated with it. 
Also of Sarasvati, the 
presiding goddess of 
learning. 

A rosary of beads either 
Rudraksa or Kamalaksa. 
It is also made of corals 
crystals, rubies and gems, 
etc. 

Also of Sarasvati and 
Siva. 


It is a smybol of Siva 


(cf. Kapalabhrt, one of 


his names). 


It is a cup made out of 
a human skull, to drink 


various rites of a T: 
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N. B. The other objects in hands, as hinted by Rao, are animals and 
birds but they are seldom placed on the hands of the images of deities; 
rare instances being of a goat or a ram, a deer andacock. The first 
three are associated with an extraordinary Siva figure and the 
last one with Skanda, Kartikeya. 


B. Musical instrument (as improvised weapons) 


1. Vina or Vallaki Sarasvati 

2. Yew Krsna 

3. Damaru Šiva 

4. Sankha (Paficajanya) Visnu 

5. Ghanta Durga & Kartikeya 
6. Mrdanga — — 

5. Karatala © = = 


| Some comments on these musical instruments are necessary to 
complete their picture in artistic representations: 


Vina.—Daksina-mürti of Siva is also shown with a Vina in the 
left hand, the right one being made to play upon it. Dr. Bannerjea 
pU writes (D. H. I. p. 303): Vina, in the Sunga art of Central 
E India, is shown as a stringed instrument like the Greek harp or lyre; the | 
harp-like Vina appears for the first time in a Bharhut railing pillar, it 
being placed in the hand of a devata, probakly the prototype of Sars- 
varti, the goddess of fine arts and learning.....Another mode of 
depicting it is the long stringed instrument, somewhat similar to modern 
‘esraja’ shown in the hands the medieval and modern figures of 
Sarsvati and Vinadharadaksina-murti of Siva. 


Venu or Murali.—is the bamboo flute and usually placed in the 
hands of some youthful figures of Krsna of a comparatively late period, 
Murali of Krsna was one of the most popular lyrical themes in medieval 


- poertry; the celebrated Hindi poet Suradasa has simply immortalised it 
in signs *Murali-madhuri' 


Damaru.—lIt isa small kettle drum played by the hand and is 
intimately associated with Siva, being his characteristic emblem 


= Sankha. described as a weapon of war (cf. 36 Ayudhas) is really a 

a musical instrument. Ghanta is a common bell usually placed in one 

‘of the hands of multi-armed image of Parvati. 
associated with Kartikeya. 


In the S. S it is also 


Mrdanga.—a big drum wide in the middle and narrow at the ends, ॑ 
ometime shown as being played by the divine attendants. Karatals 


—————————— 


Pilati. 
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II. Seats 


(i) Asana.—We have scen the Mudras, that is, the poses of hands 
and fingers together with those associated with body in general anc. 
legs and feet in particular. This is one sense in which Mudras can be 
taken into consideration. The objects like weapons and implements and 
other improvised weapons (musical instruments), the object of hands 
together with the seats can also pass for the Mudras in their broader 
sense of the term. The weapons and implements have already been 
taken into consideration. Let us now come to, the seat (the Asana). 
It may mean either sitting posture or the object to sit upon. We are 
familiar with Yogic Asanas, where it signifies a variety of modes of 
sitting assumed in the performance of meditation and mental concentra- 
tions. “‘Iconographically, the Asana refers to particualr position 
assumed by the deities, male and female, in their sculptural representa- 


tions. Asanas are in fact physical postures of the legs and feet just as 
Mudras are postures of the hand and fingers. Symbolism of the Asana 
in the representation of the divine images is illustrative of the fact that 
all forms of Hindu worship are governed by the practical side of Yoga 
philosophy’. The principal Asanas which are met with, in the authori- 
tative texts (cf. Ahirbudhnya Samhita) Chapter 30), are:—1. Cakrasana 
2. Padmasana 3. Kürmasana 4. Mayuürasana 5. Kaukuttasana 
6. Virasana 7.  Svastikasana 8. Bhadrasana 9.  Simhasana 
IO. Muktasana ri. Gomukhasana. 


J. N. Bannerjea says (vide D. H. I. p. 269-70), *It should be noted 
that in the above list, some can be understood to mean the particular 
animal or object whose name is associated with them. Thus Kurmasana 
in one context may mean that it is the tortoise which serves as the 
seat of a particular god or goddess" (cf. the river goddess, Yamuna, who 
is Kürmasana) while in another would indicate that type of sitting pose 
in which “the legs are crossed so as to make the heels come under the 
gluteals". Similarly other Asnas too can be interpreted. These are 


only the principal varieties of the Asana as found associated with the V 
images of the deities. The Nirukta-tantra (Sabdakalpadruma) refers to 


innumerable Asanas (as many as 84 lacs). Some other Asan: 
listed here though seen in the representation of the deities ins 
or painting are;— Le 


I. Utkutikasana 4- 
2. Paryankasana ; 
3. Vajrparyankaasana - 
We have t 


aken Asana so far on 
ever, illustrate both 


oth the sen 
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also mean a seat or even a pedestal. For the pedestal, however, the 
word Pitha is frequently used. T. A. Gopinath Rao refers to five 
different kinds of seats as mentioned in the Suprabheda- 
gama viz. Anantasana, Simhasana, Yogasana, Padmäsana, and 
Vimalāsana. According to Chandra Jaana, Anantasana is a triangular 
seat. Simhasana is rectangular, Vimalasana hexagonal, Yogasana 
octagonal, and Padmasana circular’. According to Sri Bannerjea, these 
are the detached pithas which were used on particular occasions for 
seating the images, e. g. worship, offering, witnessing amusements or 
invocatiors. 


The principal asanas associated with Indian images, are quite 
popular for their laksanas, the Pratima-laksana p. 40., may be consulted. 


Something, by way of their representation in art, remains to be said 
here. 


Kurmasana. —Dr. Bannerjea gives the earliest illustration of this 
sitting posture in seated protoypes of Siva-Pasupati on some Mohenjo- 
daro and Harappa seals. 


_ Padmasana.—is the most commonly depicted pose in sculpture. 


Virasana.—is represented on an Ujjayini coin and also on a Bharhut 
relief. "The Aihole figure of Visnu depicts the Sukhasana. A gold coin 
of Sasanka in the Indian Museum, Calcutta, depicts Siva (seated on his 
mount) also in this pose. An asana called Utkutikasana, is illustrated in 
some images of seated Kevala Nrsingha and of Lakulisa, the so called 
founder of Pasupata sect. Seated figures of Maitreya in medieval 
Buddhist art illustrate Paryankasana. ‘The figure of Ambika, on the 
reverse side of some coins of Chandragupta-Kumaradevi type sits on her 
lion mount in this manner’. The Vajrasana is said to, be particularly 
depicted in Buddhist images (cf. Vajrasana Buddha) Dr. Bannerjea 
remarks “One of the commonest types of sitting modes is the Ardhapar- 
yankasana known also as lalitasana or lalitaksepa. . Many Brahmani- 
cal, Buddhist and Jain deities who are profusely endowed with ornaments 
are often depicted in this pose’. A word now remains to be said of Preta- 
sana. It is really a yogic asana, in which the whole body lies rigid like 


a corpse, Its representation, in the art, however, is quite different and is - 


literal e. y. Camunda, one of the seven Mothers described as Pretasana, 
is seated on a dead body. 


(ii) Vahana.—Asana and Vahana are allied topics im the Hindu Icono- 


graphy; what are called Asanas may be taken as Vahanas also. We have 


al 


< 
Lo 


ER 


है... oe EE Digitized by Arya Samaj Foundation Chennai and eGangotri zx 


A 


PPAR 


MUDRAS—POSES AND POSTURES 145 


crocodile as Asana which in its turn becomes Vahana also. According to 
Hindu mythology, gods are supposed to have their respective vehicles, 
e.g. Brahma Hamsa; Visnu Garuda; Siva bull; Durga lion; Ganega 
mouse; Kartikeya cock; Indra and Rudra elephant; Sitala the ass; 
Laksmi the owl; Ganga the crocodile, etc., etc. 


It may be remarked here that among the renowned texts on Vastu- 
$astra, Manasara has a unique distinction to have devoted as many as 
four chapters on the most popular vehicles—Hamsa, Garuda, Vrsabha 
and Simgha, of the most popular gods and goddesses—Brahma, Visnu, 
Siva and Parvati—vide Pr. Laks p, 40-43. It gives vivid and glorious 
descriptions of these so called Vahanas, really deitified into worshipful 
animals. 


JI Abhusana—Drapery and Decorations. 


There are three manuals of note which have treated the 
subject of Abhusana in connection with the 


general canons of 
Iconography. These are Minasara,  Aparajita-praccha and 
Silparatna. The relevent portions of these texts have been 
gathered together in the writer’s *Pratima-laksana', also appended with 
this work (cf. pp. 46-55). Amongst these, Manasara has devoted two 
chapters dealing with ‘Maul?’ and ‘Bhusana’—the contents to be utilised 
ahead [cf. (c) headgear]. The second text, the Aparajita-praccha, of 
Bhuvanadevacharya, has unique distinction to have treated very 
systematically all the traditional sixteen ornaments. Sodasabhiisanas, 


| 
| 
| 
| 
| 


the sixteen types of ornaments, are also as famous as Sattriméati- 
ayudhas, the thirty-six types of weapons (already dealt with). The third 
text, Silpa-ratna, however, restricts its treatment to the general description 
of both the ornaments as well as other items of dress and decorations 
as well as weapons and implements, etc., etc. under the general 
heading ‘Kiritadilaksana’ the 16th Chap. All these contents as 
incorporated in Pr. Lak. (46-53) will be briefly made use of in the 
following exposition. | T e RY 


-It may be noted at the very outset that according to V: 
dictum “दक्यानुरूपभूषणवेषालड्धारमृतिभिः वार्या?” the varieties of dra 
decorations were largely dependent upon local influences. 


have another dictum of Bharatamuni (cf. Na 
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military dress, the ascetics the hermit's robe, the ladies have their own 


dress especially rich in ornaments and gems. Iconographically, Visnu 
(whether as Vasudeva or Narayana), Indra, Kubera and others, who 
represent ideal royalty, put on gorgeous royal dress. Siva, Brahma, 
Agni and others, who represent ideal asceticism, put on the requisite 
robeofa Yogi. Likewise, Surya, Skanda and others who particularly 
typify martial activiües, are dressed in military costume, in arms and 
armours, Durga Laksmi or Kali and other female deities are attired in 
sculpture; in various ornaments and jewels as fit for ladies of a high 
social standing (I. I.)". Similarly the colours of dress were such 
as would match the complexion of a particular deity. Thus Visnu, who 
isof a bluish colour, had, in representation, a yellow garmnent (Pitambara- 
dhari). Similary, Sürya, Brahma, Lakami, who are of fair complexion, 
are robed in red clothes. 


With this introduction, let us make a survey of drapery and decora- 
ton associated with the representation of the images of the Hindu 
divinities. ‘These may be broadly divided under three heads:— 


A. Costumes. 
B. Ornaments. 


C. Headgear. 
A. COSTUMES 


[LJ 


(i) Drapery—Silaparatna (P. L. p. 55) enjoins that in the allotment of 
different kinds of vastras (the clothes), kauseya (made ofsilk) ,karpasa (made 
4 of cotton), the cira (?) and carma (the skin), the sculptor has to use his own 
descrimination. “The early Indian artists attained much success in the 
treatment of drapery which, in the case of male figure is made up of a 
loin cloth (dhoti) whose folds were very tastefully arranged in parallel 
rows in the early and medieval periods and long scarf thrown loosely on 
te upper part of the body. In the early figures of Maurya—Sunga 
period and even sometimes afterwards, the excess of the long loin-cloth 
is gathered together and shown hanging in a long tapering fold or folds 
| in cs This form is common to both the male or female figures 
(cf. the figures of Parkham Yaksa and Besnagar Yaksini in H. I. I. A., 
Pl. III Figs. 8 and 9). Thus. there was not much! difference in the 
dressing of male and female figures in early Indian art especially in the 
lower part of the body. But the long scarf shown on the upper half of i 
the male figures is usually absent in the female, the upper part of the 
latter remaining mostly uncovered? —D,. H. I. 9. 293. 


—— Again-a point of special importance is that a few figures met in 
early art of Sanchi and Bharhut, there is a close covering of the whole 
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M 

- 
body, from the neck to the feet. On this Dr. Bannerjea's learned 3 
comment is worth reproducing : “This is one method of representing F; 
the fudicya vega’ named by the authors of iconographic texts while X 
describing such figures as Sūrya, Citragupta and Dhanada (cf. Hemadri's a 
Caturvarga-Cintamani); Varahmihira characterises it fully as ‘gudham 1 
padaduro yavat’ in his description of the Surya figures. In the extant E 
images of Surya of an. earliar date, the custume worn by the God is f 
exactly similar to the dress worn by the Kushan kings like Wema 1 
Kadphises and Kanishka (cf. the sculptural and. numismatic representa- j 
tions of these kings with the Sūrya relief at Bhumara). The mode of 
presentation of costume changes in the latter sculptures and varies 
mostly in details according to the different localites they belong. In : 
the case. of some late medieval figures great care is bestowed by the 
artists on the carving ofthe garment; thus the "sari" i. e. the cloth worn 
by women, which is shown round the body of the figure of Parvati, one 
of the par$va-devatas (deities shown on the side niches) of the Lingaraja 
temple at Bhuvanesvara, Orissa, isan example of the highest skill in 
carving" —D. H. I. p. 293-94. 


Images are also dressed in different other materials such as cotton 
and silk, clothes and the skin of the tiger or deer. The Cotton and silk 
clothings are dyed in various colours. . Rao remarks ‘The tiger’s skin is 


worn over the silk or the cotton clothing, while the deer skin is thrown 
over the body’. There is yet another manner of wearing the deer skin— 

-it is in the Upavita fashion as illustrated in Deogarha relief (cf. Nara 
and Narayana. 


Again we know some deities have their particular colours—the 
great Visnu is pitambara, Balarama is nilambara, Devis like Durga 
raktambara and other famous gods like Brahma are $uklambara. 
Therefore some of the sculptured images are even painted so as to 
show the intended colours of their chiselled costumes. 


As regards the wearing of Yajnopavita, the sacred thread invariably 
worn by the Dvijatis, is also found on the images of the gods from the — T 
Gupta period onwards. It is contended that in the earliar imag ERU 
not usually to be found; e. g. the Gudimallam Lingam, 1 > 
earliest known sculptures, does not show Yajnopavita. ; 


(ii) Other articles of dress usually associated with figu es 
goddesses are : ri ue o. pex 
1a Hara (Necklace E 
2. Keyüra (arm-ornament) | ees 
Kankana (bracele > 


SS) 
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7. Bhujangavalaya (cf. Siva) 12. Jalaka 
8. Yajüopavita 13. Vana-mala 
ü Pita Nila : EL 
9. Urah-sutra 14. Pitambara, Nilambara, Suklam- 


bara, Raktambara etc. 
15. Udicyavesa 
16. Krttivasa, etc., etc. 


10. Skandhamala 
II. Kati-sutra 


Some remarks are needed to explain and illustrate some of these 
various articles of drapery and decorations. Some of these are orana- 
ments as well as dresses. 


Hara—though usually regarded as an ornament, can stand for a 
dress also. It is to decorate not only the neck but also the breast. It 
has many varieties, some of them being simply superlatively sublime, 
like Kaustubha, Vajayanti and Vanamala, associated with grand image 
of Vasudeva-Visnu. It is also called Niska and Graiveyaka. The 

1 earliest form of neck ornaments is to be found in the representations 
of Siva-Pasupati's prototype in Mohenjo-daro and Harappa. Rgveda 
(33rd hymn) describes Rudra as wearing a beautiful niska. Brhatsamhita 
describes Surya as ‘pralamba-hari’; here hàra means a torque or a 
necklace. Siva is also described in some texts as harbhararpito 
Harah—loaded with the weight of haras. 


Graiveyaka—a broad necklace is represented almost invariably in the 
NEG. figures of Yaksas adorning their neck and bredsts in Central Indian Art. 
* Dr. Bannerjea remarks : “In many cases the these necklaces are adorned 
with jewel-pendants and the jewel par excellence adorning the breasts 
of Vi$nu is Kaustubha ( cf. Brhatsamhita’s description of Visnu as 
Kaustubhamanibi bhusitoraskah", 2 
The breasts of Visnu, Buddha and Jinas are also characterised 
M by En aa mark. It is a sort of hairy mole, one of the *Mahapurusa- 
z _ १६४३७ Utpala explains it as a ‘romavarta’. Rao says, ‘In sculpture 
AE this mole Is represented by a flower of four petals arranged in the form 
x of a rhombus, or by a simple equilateral taringle, and is invariably 

_ placed on the right side of the chest’. According to Dr. Bannerjea 


Gupta seals represent this mark and its varients. 
= : 


NO ne long necklace, the Vanama 
— flowers. i: pe CUTE AE. er UES 2 
MD Vui Vasudeva, 


“ase 


la, a garland of woodland 


i E 


Itis defined (cf. Sabda-mala) E 


$ 
E 
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known as Vaijayanti-mala. It hangs from the neck below the knees 
and is peculiar to Visnu, Rao says : 


“The Vaijayanü is a necklace composed of a successive series of 
groups of gems, each group wherein has five zems in a. particular order; 
it is described in the Visnu-Purana thus :—“Visnu’s necklace called 
Vaijayanti is five-formed as it consists of the five elements and it is, there- 
fore, called the elemental necklace. Here five-formed points to five 
different kinds of gems, namely the pearl, ruby, emerald, blue stone and 
diamond”. Visnurahasya also says, “from the earth comes the blue gem, 
from water the pearl, from fire the Kaustubha, from air the cats eye 
and from ether the Pusparaga” 


No as regards the other items of dress, they are Kucabandha and 
Udarbandha. Both these are flat bands, the former to keep the breasts 
in postion and the latcer the protruding belley, characteristic of male | 
figures (cf. Parkham nd other Yaksa figures). Katibandha, Mekhala 
and Kancidam may also be taken as another set of drapery and 
decorations. The Besanagar and the Didarganj Yaksini figures are 
repesented in these decorations. Dr. Bannerjea remarks *In medieval 
reliefs, both of the north and the south, they are far more elaborate’. 


Another very peculiar kind of dress current both in sculptures as 
well as the iconographical texts is the avyanga, the waist-girdle peculiar 
to the Sun images of the north. Br. Sam. supports it. It is said to be 
based on the Avestan ‘aiwiyaon’ the sacred wooden thread girdle which 
a Zoroastrian is enjoined to wear round the waist. 

B. ORNAMENTS 

We find an excessive fondness on the part of the Hindu artists 
for displaying ornaments on the images of gods and goddesses 
from thevery early times. Practically all parts of body had their various 
appropriate ornaments. This excessive display according to some 
modern critics like Grundwedel has hindered very considerably the 
development of the human figure. But the case is not so, because we never 
aimed at the development of the figure so much as at the Ae 
of the symbolism behind it. The ornaments in which the | ndian | : 


images are found (or said to be) decorated can be classified as 
: EXC 


following tabulation 


(i) Ear ornaments (Kundala) There are fi 
of Kundalas : 1. Patra-kundal 


mammam EE RENE EJ 
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(ii) Ornament of nose—Vesara (cf. Krsna and Radha) 


(iit) Ornaments of neck: 1. Niska, 2. Hara, 3. Graiveyaka, 
4. Kaustubha and 5. Vaijayant. 


(iv) Chest Ornaments: 1. Srivatsa, 2. Cannavira, 3. Kuca- 
bandhas—they are also aclass of ornaments together with 


the costumes. 


(v) Ornament of the Waist: 1. Katibandha (Waistband), 
2. Mekhala (Girdle), 3. Kancidam (Girdle with twink- 
ling bells). 


(vi) Ornaments of the leg ankles: 1. Manjira. 


(vit) Ornaments of the upper & lower arms Kankana, Valaya, 
Keyura, Angada etc. 


Now after this tabulation some remarks are necessary to expound 
their association with their deities and their representation in art. 


Ear ornaments.—Their very names indicate that they were made of 
cones of coconut or palmyra-leaves or even thin gold leaves (metal, 
ivory or wooden piece) in the shape of the mythical ‘makara’ ( a croco- 
dile like animal), cut sections of conch-shells, jewels and (metal, ivory 
or wooden piece) fashioned like a cobra, respectively’ —Bannerjea. 
Among these, as already pointed out, some of these are particularly 
associated with particular gods, but nakra-kundala and ratna-kundala 
can with equal appropriateness be used to decorate the ears of the 
divinities of both sexes. Visnu, Surya and Baladeva are described, (cf. 
Br. Samhita) as ‘Kirita-kundaladhari’; ‘Kundalabhusitavadana’; and 
*bibhrt-kundalamekam'; respectively. 


Aparajita-praccha (vide Pr. Laks. p. 52), however, associates 
Kundala only in the image of Vasudeva and it also directs that in this 
type of Vasudeva-kundala, all varieties of 


gems studed with the grains 
of diamond are to be applied. 


Nose-ornament—Vesara. —is not to be f 


ह found in early Indian 
images. i 


Neck-ornaments.—as tabulated above, h 


: ave be ] S - 
ded in drappery. en already expoun 


They are both ornaments as well as dresses.. 

Chest-ornaments.—like Srivatsa, etc. 
tumes). *Herea word on canna-vira is calle 
Rao, is a kind of flat ornament, a kind o 
on the makuta or hung round the ne 


are already explained (vide cos- 
d for, *Ohannavira?, according to 
f jewelled disc, meant to be tied 
ck by string, so as to lie over the 
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chest. But Rao is not quite sure about his explanation; the ornament 
is mentioned very often in the iconographic texts. ‘An ornament made 
of two chin-like objects worn crosswise on the torso, one in the upaviti 
and the other in the pracinavit fashion (the latter is just the reverse 
of upaviti) with a flat disc, may illustrate Channavira; this is sometimes 
found on some late South Indian sculptures of Visnu or his incarnatory 
forms (cf. Rao, op. cit. Vol. I. pl. LV. Figs. of Rama and Laksamana) 
and other images’—Bannerjee. Dr. Bannerjea has found the 
representation of this ornament in the Taxila museum (torso is decorated 
with it). Besnagar Yaksini and Culakoka devata in Bharhut pillar also 
seem to be decorated in this ornament. 


WV. B.—Reference was already made (p. 144) of the Sodasabhusanas 
ofthe Aparajita-praccha. Its complete list of these sixteen ornaments 
(Pra. Laks. pp, 48-52) is as follows: 


Sodasabhucanae 


1. Hara 12. Navagraha-kankana 
2. Padak 13. Ramacandra Khadga 
3 Srivatsa I4. Angulikas 

4. Kaustubha (1) angulika 

5. Patrabharana (ii) yugangulika 

Three fold mukuta (iii) tika-tripurusa 

6. Sekara - १99 a : (iv) angustha 

7. Kirita F (v) ardhaigulika 
8. Amalasara  ,, (vi) vajra-dhara 

9. Kantha _ (vii) angulika 
10. Vahu-bala | 15. Kundala—Vasudeva 
tr. Kundala 16. padamudrikas. 


C. HEADGEAR, i. e. MAULI 


Manasara describes as many as twelve types of headgear both 
crowns and head dresses which along with the association of the 
respective deities are tabulated hereunder: 


SI No. Variety Gods 
I. Jata Brahma, Siva (Rudra) and goddess 


Mauli E caue - 
5. Kirita Visnn and his forms (Nara: 
4. Karanda | { 

5. Sirastraka 
6. Kuntala 

7. Kesabandha  — 
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8. Dhammilla Other Goddesses. 
9. Alaka Other Goddesses. 
33 33 
10. Cuda Other Goddesses. 
33 ^ 33 
11. Makuta Brahma, Siva and also Visnu. 
12. Patta For kings and queens, etc. 


(a) Patrapatta (b) Ratnapatta (c) Puspapatta. 

It may be noted that in the above tabulation the 3rd, 4th and 5th 
denote different types of crowns, while the rest so many different modes 
of dressing the hair. The jatamakuta, consists of matted locks of hair, 
done up into the form of a tall crown on the centre of the head. RU is 
very often adorned with jewels, a crescent and skull (cf. Rudra-Siva, 
who is also named ‘Kapardi’ (meaning one whose matted locks wave 
spirally upward like the top of a shell). Dr. Bennerjea observes: ‘Some 
Buddha figures of Saka-Kushan period at Mathura have the Kaparda 


type of jatamakuta on their heads. 


As regards Kirita-makuta specially appropriate for Narayana, 
according to the Manasara ‘is a conical cap sometimes ending in an 
ornamantal top carrying a central pointed knol—Rao. “This type of 
headgear was not worn, however, exclusively by the God Narayana- 
T Visnu; it could also be worn by Strya and Kubera. WVarahmihira not 
only describes Visnu as Kundala-kiritadhari (wearing ear rings and 
Kirita crown), but also says that Ravi should be wearing a makuta 
(makutadhari) and kubera should be ‘Vama-kiriti’ 


Karanda.—makuta is shaped like conical basket with the narrow end 
shown upwards. This is the type of crown peculiar to most of the other 


gods and the goddesses and is indicative of subordinate status according 
to Rao. 


er Sirastraka.—an elaborate turban invariably associated with Nagas, 
Yaksas, Vidyadharas, is depicted in the early Indian art of Sunga period. 


The items nos. 6th to the 8th (cf. tabulation above) as hinted 
already, are different modes of dressing the hair. 


n. ; They are appropriate 
. to different goddesses like Indira and Sarasvati. 


There is still another very famous head dress called Kakapaksa 
(mastaka-parsvadvaye kesaracana-visasah). It is only style of doing 
the hair like those in very young boys. It was being used by Eastern 
dian artists in the in the re L 


—— as is S T 
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There are yet two more mudras which though not ornaments 
proper but may be called ornamental decorations. They are 
‘Prabhavali’ and *Sirascakra? which are characteristic features of Indian 
images in general. Both these are halos, round the whole of the divine 


body and from the artistic point of view they really serve the purpose of 
the stele or the back slab. 


Prabhavali.—the larger halo, is an ornamental decoration, usually 
elliptical in shape. It is sometimes endowed with a number of jvalas or 
projecting tongues of flame. Dr. Bannerjea remarks (D. H. I. p. 298)— 
“The prabhavali sometimes contains the emblems special to the god to 
whose image it serves as the background; whilein the case of some 
principal types of Visnu images (dhruvabaras) the ten avataras are 
carved on it. In early and late mediaeval Hindu images of northern 
and eastern India, it commonly depicts a scheme of decorative carving 
on it, thus, in a fully complete stele, the order of arrangement of the 
motifs from the pedestal (pithika) upwards is first the leogryph (lion 
upon elephant gaja-sardula; sometimes the animals bear sword-bearers 
on their backs), then the ‘makara’ transom, above it the hybrid couple 
(Gandharvas) playing on lute and dancing, a little higher up the flying 
garland-bearers (maladhari Vidyadharas) among the clouds and lastly 
the Kirtimukha finial. This last motif consists of a grinning lion face 
with protruding goggle eyes and fangs, just placed in the top centre of 
the prabhavali, sometimes chains of jewel garland issuing out of either 
corners of its mouth. The ‘Kala-makara’ motif in Indonesian art 
seems to be an adaptation of this Indian motif.” 


Sirascakra.—is the smaller halo-circle. Art critics like Grundwedel 
hold the view that these halos owe their origin from the Greek nimbus. 
Dr. Bannerjea, however, holds that origenally, it belonged to the astral 
deities. According to Rao Sirascakra ‘should have the form ofa circle 
or a full blown lotus, eleven angulas in diameter, and should be away 
from the head by a distance equal to a third of its diameter. This halo 
circle is attached to the back of the head of images by means of a rod 
whose thickness is equal to one-seventh of the diameter of the sirascakra'". 


As regards its artistic representation, Dr. Bannerjea says—‘In 
Gandhara it is almost invarialy plain; in the Saka-Kushan art of 
Mathura it shows a scalloped border, while in the Gupta period though. 
retaining this feature, it is endowed with more ornamentation. But 
several images of the Hindu divinities in the Gupta period are TR 
sented with comparatively plain nimbus. In the medieval sculptures 
different types of Sirascakra are used to decorate the figures, cue 
commonest of them taking the shape of a lotus flower in full blossom; 
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another common variety is parabolic in shape, with two concentric 
layers of gable decorations at its outer end. Varahamihira describes the 
image of Surya as having a prabhamandala shining with jewels 
(ratnojjvalaprabhamandalasca’) D. H. I. p. 296.—The medieval bronze 
Visnu image from Rungpur show separate prabhamandalas attached to 
their heads which in case of stone or wooden images is carved on the 
back of their heads in the same piece. 


Now in the end a word about the ideology underlying this custom 
may again be repeated. These manifold mudras of multiple hands and 
abundant decorative items were regarded by writers like Smith, etc., as 
monstrosity of the Indian iconographic art. A deeper examination, 
keeping in view the philosophy and symbolism of Indian culture, will 
however give quite another estimation and this estimation of the 
W estern critics like Smith and others will seem misconceived (cf. Coomars- 
wamy’s observations in this regard— Dance of Siva). Dr. Bannerjea also 
holds: The idea of symbolising the manifold activities of the deity, in 
however imperfect manner, undoubtedly lies at the root of placing in 


these multiple hands the variety of objects noted above. In the, 


developed concepts about the numerous members of the Hindu 
pantheon, particular activities were associated with the individual units 
among them. It is no wonder then that one or more of these objects 
came to be regarded as special to different gods, though it must not be 
forgotten that the same objects could also appear in the hands of other 
deities in secondary role. The mythology at the root of divinities also 
determined the allocation of the objects. 


|. = - E = 
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CHAPTER VII 


ICONOGRAPHICAL AESTHETICISM 
AND 
THE INSTALLATION OF THE IMAGES—PRASAD 
AND PRATIMA 


This is the concluding chapter of this second part—‘Canons of 
Iconography'. Practically all the principal canons of Hindu Iconography 
relating to the classification of [Indian images, their code of manufactur- 
ing—planning, measures, substances—etc.—together with their symbolic 
manifestation as are. conveyed through manifold mudras both bodily 
poses and external symbols like weapons, seats, implements as well as 
the drapery and decorations, have already been taken into considera- 
tion. Now remain the two very important topics of this canonical 
exposition. These are aestheticism in Indian iconographical art and 
the installation of an image in its abode, the garbhagrha, of a Vimana or 
Prasada, the Hindu Temple. Both these are taken up for the first 
time in an iconographical dessertation in contemporary writings. 


A. Iconographical Aestheticism 


e 

Iconography is both a science and an art. For an artistic perfection 
ofan image. it has to be accomplished in such a way as to arouse in us 
the aesthetic experience akin to one as we get from poetry and music. 
According to the Indian aestheticians, the main purpose of a poetical 
composition is to arouse pleasure, the ‘Asvada’ what is called ‘Rasas- 
vada’. in the readers. And this rasasvada is extolled as ‘Brahmananda- 
sahodara’. It is from this fundamental standpoint of Indian aestheticism 
that we do not have tragedies in our dramatic literature. The Indian 
view or more appropriately the Hindu view of life is one of the un- 
bounded faith in the eternity, a profound sense of optimism and a 
sublime outlook of life, coloured by the numinal existence and heavenly 
bliss, both the Svarga and the Apavarga. Naturally therefore, all arts, 


be it poety or music, painting or dance, are to be viewed from this 


lofty idealism of aestheticism. 


Tn ne 
feeling) has played a very 


arly all the phases of Indian art the Rasa (or impassioned 
prominent role. The Indian be ef is t 


the supreme being 15 Rasa-svarupa (cf. the Indian theory of Rasa- 
Brahma-Vada रसो वे सः). Again image-worship, for which icon 
used to be made of the manifold materials with manifold symbo 
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worthy of desired end, has to be done in nane of an uci 
art, viz. dance and drama where there 5 an EO [o e spectator 
with the Nata, the actor. A similar So ee is pp MEC 
the worshipper and the worshipped. This E. possible only through de 
arcusing of rasas, the aestheticism, in art. he sculptural ee in 
our possession do corroborate this dictum and there we find a shana ग्रा 
of different ‘Rasas’ which the artists TENE to SE upon in dne 
dry stones and metals. Brindavana's observations (vide I. I. p. xv), in 
this connection are worth quoting: ‘The images were so wrought by the 
Indian artist as to manifest one or more of these Rasas £y their pose and 
appearance. The artists believed dict wien ihe mind, isale and 
temperament of a devotee would come in an identical line with those of 
the worshipped, the realization of one's prayer ese only then be 
expected. Thus they furnished various images expressing not one pui 
a variety of Rasas just according to the needs of the worshipper. Nor 
should we carelessly err in assuming thatan image conveys one single 
feeling in its pose. Asina man,soinan image may be discernable a 
mixed feeling, the result of an interaction of multiple feelings, either 
of similar type or even of opposing types. As an illustration the 
expression of love and sublimity is regularly to be noticed in the images 
of Hara-Gauri or Laksmi-Narayana, more particularly in the Ananta- 
Sayya group. The feeling of laugther but without repugnance or 
sarcasm may easily be excited in us as we look,at the pot-bellied image 
of Ganesa, dancing with his elephant nose or of Kubera, the god of 
wealth. ....The mood of anger together with the sympathetic protection 
(varabhaya) has been emphatically expressed in most of the Tantrika 
images which as a rule, represent the energetic principles of the universe. 
‘In them more vividly than in others, may be witnessed a mingled 
feeling of fear, wrath, repugnance, wonder and sportiveness. Indeed, 
it ought to be plainly said that without a trained eye in this directon, 
itis as impossible to appreciate the remarkable success attained by the 
Indian artists in the composition of those images as it may be to estimate 
rightly all the standing monuments of Ancient Indian Culture’. 


Thus aestheticism in art becomes instrumental in producing the 
भावव्यक्तिः and this भावव्यक्ति is dependent on the resas or rasadrstis 
cf. the following lines of the Samarangana : 
रसानामथ वक्ष्यामो दृष्टीनामिह लक्षणम्‌ । 
तदायत्ता यतर्चित्रे भावव्यक्तिः प्रजायते ai 
Here citra can stand both for the pictorial images as well as the 
sculptural ones. Hence according to the S. S. it is the supreme 
achievement ofthe image-maker or the sculptor to see to this side of 
aestheticism in art—the ‘bhava-vyakti?. This aestheticism is really one 
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ofthe major contributions of Indian canons of Art as propounded in 
the texts like Visnudharmottara and the Samaragnana-Sutradhara, to 
give a distinct and unique character. The oft-quoted aphorism 
ब्रह्मानन्दसहोदर: रसः is not without significance and high meaning. It aims 
at ennobling life. Even birds and beasts, the so called brutes, when 
characterized with the different sentiments in accordance with the 
different situations, ifgo higher up, men and women, when imbubed 
with it they simply become divine. Further more this aesthetic 
element in Indian art pre-supposes the ideal of *Beautifnl in its real 
perspective. The beautiful is not only to be viewed in anatomical 
perspective, but also in the inner manifestation, the sole criterion of the 
beautiful, the ‘Sundara’ from the Hindu view of life. Beautiful 
internally, in its turn, presupposes the truthful,—the ‘Satya’ both 
internally and externally and the art which is both Satya and Sundara, 
that alone becomes the benficient the ‘Siva’—-the Supreme Idea] of life. 
It is this ‘Good’ of the humanity at large that the Indian seers have 
always aimed at. Any creation unless it is condusive to the well being 
of life, unless inspiring to ennoble it and unless high enough for creative 
urge, itis not worth the ideal. Itis from this fundamental angle that 
aestheticism in iconographical art is to be viewed and purviewed. 
With this introduction to this subject, it may be wounded up here to be 
resumed in its more appropriate place—the canons of pictorial art— 
the subject matter of the 3rd part of this work—Pt. III. 


B. Installation 


This topic of installation isa very popular topic in the innumera- 
ble religious digests of the Paddhati class literature and it has to be 
surveyed both ritualistically and artistically. The present work may 
not bother with the too many details of the retualistic treatment of the 
subject. Pratistha and Utsarga—these are some of the most important 
topics of Dharmsastra literature both of early and medieval period in 
Indian histroy. The Sütra works the Smrtis both have expounded this 
topic in minutest of details. A few words, therefore, need be said on 
Pratistha. 

Installation or ‘Pratima-pratistha’ according to ‘Isanasivadeva- 
gurupaddhati’ a standard digest of Paddhati class of works, a medieval 
compendum, is five-fold : 

I. Pratistha 3. Sthitasthapana 
2. Pratisthapana 4- Utthapana and 
3 5. Asthapana 
and all these are connected with both the ‘Sakala and *Niskai images. f 
(cf. Pr. Laks. p. 66) 28 
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Pratistha—A ling-icon when first installed on the Brahma-sila and 
is made to rest on the ‘pindika’ the base or pedestal, is called Pratistha— 
I. S. G. P. (Pr. Laks. p. 66). 

Prastisthapana—or Sthapana type of installation is related to the 
Bana-lingas, the Arsa-lingas, the Svaymbhu-lingas. 


Sthitasthapana—on the other hand is connected with those linga- 
icons which are made of precious stones, gold etc. and having only one 
pindika. 

Utthapana.—is concerned with jirnoddhara institution of images 
i. e. any image when broken or demolished or got defunct and is to be 
reinstalled, it falls under this type of Pratistha. 


Asthapana.—Lastly asthapana is enjoined to be adopted in case of 
the Sakala classes of images, the fully sculptured images in round, such 
as those of Vi;nu and Siva etc. 


Now Pratima-pratistha presupposes the foundation of the temples 
and dedication of wells, tanks, parks, etc. for the benefit of the public—the 
true import of the ancient institution of Prtistha and Utsarga. It may be 
remarked, however, that the early dharma-sutras, though speak -of 
images and temples viz: “अथातो वापीकूपतडागारामदेवत्ताय तनानां प्रतिष्ठापन 
व्याख्यास्यथामस्तत्र etc. Par. Gr. Parisista, it strikes one as somewhat strange 


that none of the principal Grhya and Dharma-sutras contain any proce- 
dure of consecrating an image in a temple, while in the Puranas and 
some of the digests much space is devoted to the topic of devata- 
pratistha. The Matsyapurana in chap. 264 and the Agnipurana in 
chaps. 6o and 66 deal with devatapratistha in general. ‘There arc special 
chapters in the Puranas on the consecration of the iniage of Visnu or 
Siva or the Linga. 


The worship of God can be done in two ways, viz. without any outward 
symbol and with a symbol. The first is achieved by a prayer and offering 


oblations in fire; the second by means of images. The worship. of god 


through the medium of images for which pratistha is essential, is 


again two-fold done in one’s own house and ina public temple. The 


latter is, according to many works, the best and the completest, since 


it allows of celebration of festivals and the performce of the varied items 


or modes of worship (upacaras). The establishment of images in 


temples is again of two kinds viz. calarca (where the image can be 
lifted up, moved to another place) and sthirarca (where the image 15 
fixed on a pedestal or isnot meant to be lifted- up or moved). The 
consecration of these two differs in certain details. 
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“The principal matters to be attended to according to the Matsya- 
purana (264-66) are: the auspicious time for the consecration of an 
image, the erection of a mandapa to the east or {north of the temple, 
the erection of a vedi threin, erection of four toranas (arched gates) for 
the mandapa, placing two auspicious jars at each of four gates filled 
with scented water and herbs and covered with mango leaves and white 
cloth, raising of banners all round the mandapa worship of lokapalas 
(guardian deities of quarters), erecting another mandapa for bathing 
the image in, bringing the image and honouring the artisans, drawing 
lines on the image or linga with a golden needle to represented the 
lustre of eyes, the selection of a qualified sthapaka or acarya and of 
from eight to 32 other ‘priests (called murtipa); taking the image or 
linga to the mandapa meant for bathing the image, bathing the image to 
the accompaniment of music with paücagavya mixture, with mrttika 
(loose earth), with holy ashes and water; rendering it pure by repeating 
four mantras (viz. samudrajyesthah, apo divyah, yasam raja and apo 
histh@, which are respectively Rg. VII. 49. 1-3 and X. 9. 1); offering 
worship after the bath to the image; with sandalwood paste and 
covering it with a garment (with the verse ‘abhi vastra’ Rg. IX. 97. 
50), placing the image in a standing position with the mantra ‘uttistha’ 
(Rg. I. 40. 1); placing the image in a chariot with the verses ‘a muraja’ 
and ‘rathe tisthan’ (Rg. VI. 41. 31 and VI. 75. 6) and entering it in the 
mandapa with the verse ‘a krsnena' (Rg. I. 35. 2); placing the image 
on a bed on which kusa grass and flowers are strewn with the face (of 
the image) towards the east; placing a water jar (called nidrakalasa) 
having gold in it and a piece of cloth at the mouth towards XC 
the head of the image with the mantras; ‘apodevir (Tai. S. VII. 

3. 13. 1) and ‘apo asman’ (Rg. >. 17. 10); placing under the head — . 
of the image silken pilllows, sprinkling honey and clarified butter, 
and worshipping with mustard with the verse ‘apyayasva’ Rg. I. 
9r. 16 or IX, 31. 4) and ‘ya te rudra? (Tai. S. IV. 5. 1 -1); 
offering worship with sandalwood paste and flowers and tying a. 
band (pratisara) on the right hand (of the image) with ‘parhaspatya. = 
mantra; placing a parasol, chowrie* mirror, jewels, auspicious herbs, - 
household utensils, fine vessels and seats by the side of the e w 
the verse ‘abhi tva’ (Rg. VII. 32. 22); honouring the image with 
ndiments with the verse *tryamba- 


presentation of various foods and co : Ene 
kam yajamahe' (Rg. VII. 59: 12); placing four priests and four door- 
viz. a priest knowing Rgveda in th | east an 


keepers in the directions, + 
so on and each of the four priests is to repeat from | 
several hymns and verses 6. 8- the Rgvedin priest show 
(Rg. I. 165), Pavamana hymn (from Rg. IX. 


X. 16), then a hymn to Indra 


Then the acarya 
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towards the head of the image with Santika mantras and offer into the 
fire 1000 samidhs (fuel sticks) each of palasa, udumbara, asvattha, 
apamarga and Sami trees and then touch iine Ta of the god; preparing 
nine kundas each one cubit square and offering into them one thousand 
samidhs each time on touching the navel, üre Ss amal the head of the 
image; remembering the eight forms (mūrti) of SE the anih, fire, 
the sacrifice, the sun, the water, wind, moon and akasa, and offering 
homa to these with vaidika mantras; placing auspicious jars near each 
kunda; bathing the image at every watch and, offering incense, food 
(naivedya), sandalwood paste; offering bali to all beings, and dinner to 
brahmanas and persons of other castes at one’s desire; celebrating a 
festival at night with dances, song and music; this may go on from one 
day to seven days (it is called adhivasana); then the temple building is to 
be sprinkled over; finding out a place for the image either to the north or 
slightly to north-east in the temple; a stone in the form of a tortoise is to 
be placed on the temple floor; preparing a pindika and bathing it with 
pancagavya with mantras; then raising the image with the mantra *uttis- 
tha’ (Rg. I. 40. 1), bringing it in the inmost chamber of the temple and 
placing it on the pitba (pedestal), offering it arghya water, padya water, 
madhuparka; then the nyasa (depositing) of eight kinds of jewels, viz. 
diamond, pearl, lapis luzuis, conch, crystal, pusparaga, indranila and nila 
in the eight directions from the east, also of eight kinds of grains viz. 
wheat, barley, sesame, mudga. nivara, syamaka, mustard and rice and 
also eight fragrant things such as white and red sandal-wood, agaru, 
usira etc. Nyasa of all these is to be made after repeating om and the 
pauranika mantras (with ‘namo namah’ at end) of the eight guardians 
(lokapalas) viz. Indra, Agni, Yama, Nirrti, Varuna, Vayu, Soma, 
Iasna, and also of Brahma (9th) and Ananta (10th); raising the image 


and fixing it in the scooped up portion of the pedest 
‘dhruva dyaur' ( 


al with the mantra 


Rg. X. 173. 4); placing one's hand on the head of the 
image and contemplating on the well-known for 


established, whether Visnu, 
priate mantras (viz. those of 


m of the deity that is 
Siva, Brahma, the Sun; repeating appro- 
Rudra, Visnu, Brahma, the Sun in the 
case of the respective gods whose image is established); establishing 


€ god’s dependants (such as Nandi 
(avahana) of the principal deity with 


ntras; bathing the image with curds, 


honey and sugar and then with water in which 
ixed up; 


deitieis near the principal image of th 
in the case of Siva); invocation 
its attendants with pauranika ma 
milk, clarified butter, 


flowers and scents are m repeating the following mantras again 
2E again viz. ‘yaj-jagrato duram-upaiti’ (Vaj. S- 34. 1), ‘tato virad- 
ud ‘a, (Val. S. 31-5), ‘sahasrasirga’ (Rg. X. go. 1), *yenedam bhutam’ 
OES: 94. 4) ; “Natvavam” (Rg. VII, 32. 23); touching fourtimes 
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with water the feet, the waist and head (of the image); giving 
gifts of clothes, ornaments etc. to the acarya and to the poor, the blind 
and the distressed and to others that may be gathered to see; filling 
with sand any aperture in any direction in which the image appears to 
be unstable and performing propitiatory rites for the guardian of that 
quarter and making gifts suitable to cach lokapala; celebrating a festival 
for three, five or seven days. 


‘Lhe general procedure of consecrating an image has been given 
above at some length from the Matsyapurana in order to convey some 
idea how in the first centuries of the Chiristian era the consecration of 
images was done. It will be noticed that mostly vedic mantras were 
employed though a few pauranika mantras also occur. In medieval 
digests like the Devapratisthatattva other elements were added from 
Tantra works. Special attention may be drawn to the fact that in the 
above procedure the word pranapratistha does not occur in the Matsya. 
Raghunandana (in Devapratisthatattva) quotes Devipurana to the 
effect that pranapratistha is done after touching the cheeks of the image 
with the right hand and that without this vivification a mere image 
does not attain to the position of a deity worthy of worship. In the 
Devapratisthatattva, the Nirnayasindhu, the Rajadharma-kaustubha and 
other works the prana-pratistha is based on the 23rd chapter (patala) 
of the Sarada-tilaka (verses 72—76). The mantra is also given. 

A 

The Devapratisthatattva (p. 505) quotes the Hayasirsapan-caratra 
to the effect that generally a brahmana should officiate at the consecra- 
tion of an image of Visnu, but a ksatriya can officiate for a vaisya ora 
$üdra yajamana and a vaisya may do for a sudra yajamana, but a 
sudra cannot officiate. 


In the Matsyapurana, the Agnipurana, the Nrsimhapurana, the 
Nirnayasindhu and many other works there are descriptions of the 
consecration of the images of Vasudeva, of a linga and other deities, 
which are all passed over here for want of space. In these works 
following Tantric practices three kinds of nyasas, viz. Matrkanyasa, 
Tattvanyas, and Mantranyas are referred to. The Matrkanyasa consists 
in repeating the letters of the alphabet from a PS ‘am’ aud ah) 
to 1 (in the form of akaraya namah svaha) and offering an Oblation i 
fire. The Tattvanyasa consists in repeating “Atmatattvaya paman p 
svaha’ and the same formula as to Aunatwadhipati, Kriyasakti, NT 
Sivatattva (or Visnutattva), Sivatativadhipati, Icchasaku, Ns BE PR 
Vidyatattvadhipati, Adharasakti. The Mantranyasa is as lollows, e 
n letters for a god (e. g- one of 12 letters asin J 


y 


taking a mantra of certal 


NX. 


: 
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‘om namo bhagavate Yasudevaya’) one has to repeat each letter in the 


- — —1. —5 
formula ‘om omkaraya namah svaha’. 


The Dharmasindhu III (purvardha) sets forth a brief procedure of 
the consecration of images in which only one priest is required (vide pp. 
333-34). In modern times also the procedure of devatapratistha 
contains numerous elements and is extremely long".—Kane's H. D. 
Vol. II pt. 2. 


Brhatsamhita an astronomical-cum-architectural treatise has very 
succintly described this Pratima-pratistha —vide ch.6o. The special 
notice of this work in this connection is that the the adhivasana and 
pratistha ceremoney of the images of Visnu, Surya, Siva, Matrganas, 
Brahma, Buddha and the Jinas, they should be installed by a Bhagavata, 
a Maga, a Pasupatta, one well-versed in the worship (of the Sakti), a 
Brahmana, knowing the Vedas well, a persan of Sakya race and a 
Digambara Jain, respectively as per the following verse: 


विष्णोर्भागवतान्‌ मगांइच सवितुः शम्भोः समस्मन्द्रिजान्‌ । 
मातृणामपि मण्डलक्रमविदो विदप्रान्विदुर्बराह्मणाः ॥ 
शाक्यान्‌ शर्वेहितस्य शान्तमनसो नग्नान्‌ जिनानां faz— i 
ये यं देवमुपाश्रिताः स्वविधिना तैस्तस्य कार्या क्रिया ॥ : 


Further more it also enjoins to give awards not only to the Brah- 
manas, etc. but also the sthapati—vide the ?erse (i.e. Vardhaki cf. 
Utpala’s Commentary). 


The Samarangana Sutradhara also corroberates this vide vol. I 
Hindu Science of Architecutre (Pt. IIT Preleminary matters). Is$anasi- 


vadevagurpaddhati also gives similar directions vide IV Chapter, 
XXXIV, 4. 


Now a word on Punah-pratistha (Re-consecration of image in tem- 
ples) and on Jirnoddhara (rehabiliting old or dilapidated temple and its 
image, etc.) each, may also be said and I cann 
Dr. Kane (the eminent author of History o 
volumes) here also. 


ot do better to than quote 
f Dharmasastra in several 


“Punah-pratistha:—(Re-consecration of images in temples). The 
Brahmapurana quoted by the Devapratisthatatty 
dhu says "when an image is broken into S or is reduced to particles, 
is burnt, is removed from its pedestal, is insulted, has ceased to be 
worshipped, 1s touched by beasts like donkeys or falls Sm impure ground 
or is worshipped with mantras of other deities or is ed impure by 
the touch of outcasts and the like—in these ten contingencies, god 
ceases to indwell therein.’ When an image is polluted = (contact 


a and the Nirnayasin- 
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with) the blood of a brahmana or by the touch of a corpse or tlie touch 
of a patita it should be re-consecrated. If an image is broken in parts 
or reduced to particles it shoud be removed according to $astric rules 
and another should be installed in its place. When an image is broken 
or stolen a fast should be observed. If images of metal such as of 
copper are touched by thieves or candalas they should be purified in 
the same way in which polluted vessels of those metals are purified and 
then they should be re-consecrated. Ifan image properly consecrated 
has had no worship performed without pre-meditation (i. c. owing to 
forgetfulness or neglect) for one night or a month or two months or the 
image is touched by a Sudra or a woman in her monthly illness, then 
the image should have water adhivasa (placing in water) performed on 
it and it should be bathed with water from a jar, then with pancgavya, 
then it should be bathed with pure water from jars to the accompani- 
ment of the hymn to Purusa (Rg. X. go) repeated 8000 times, 800 times 
or 28 times, worship should be offered with sandal wood paste and 
flowers, naivedya (food) of rice cooked with jaggery should be offered. 
This is the way in which the re-consecration is effected”. 


“ Jirnoddhara (rehabilitating old or dilapidated temples, etc.). This 
subject is closely connected with the preceding topic and is dealt with in 
the Agnipurana, chap. 67 and 103 (about lingas); the Nirnayasindhu 
(III. purvardha p. 353), the Dharmasindhu (III. purvardha p. 335) 
give an exsensive procedurefollowing the Agnipurana. ‘This is done 
when the image in a temple or a linga is burnt, or reduced to particles 
or is removed to another place. The Agnipurana (103. 4) says that if 
an image or linga is carried off by the strong current of a river, it may 
be re-consecrated elsewhere according to the rites prescribed in the 
astra. According to the Agnipurana (199- 21) a linga that is reputed 
to have been established by the asuras (like Banasura) or famous sages 
or by gods or by those who were expert in Tantra should not be removed 
to another place, whether it be worn out or broken, even after the 
performance of prescribed rites. The Agnipurana prescribes (chap. 67. 


3-6) that image of wood when extremely worn out may be burnt, one of 
o water, one made of metal or ofa jewel (pearl 


deep water or the sea after carrying it 
e accompaniment of music and on the 
dimensions and substance should be 
age is effected. When the daily 
d of set purpose or when it is 
n can be effected only by 
ne even in intercalary 


stone may be thrown int 
etc.) should be thrown into very 
covered with cloth in a cart to th 
same day another of the same 
installed after the purification of the im 
Worship of an image had been stoppe 
touched by südras and the like, purificatio 


re-consecration.  Re-consecration can be do 


months or when Venus is too near the sun to be visible. When a temple 
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or a well or a tank is breached or when a garden embankment or g 
public hall is injured, one should offer four oblations of clarified butter 
with the four verses ‘idam Visnur' (Rg I. 22. 17), ‘ma nastoke’ (Rg, T, 
114. 8), ‘Visnoh karmani’ (Rg. I. 22. 19). padosyai (Rg. X. go. 3), and 
then a dinner may be given to brabmanas. 


The procedure of jirnoddhara is given at length in the Nirnayasin- 
dhu, the Dharmasindhu and other works. Vrddha-Harita IX. 409-415 
also deals with re-consecration. Sankha-Likhita quoted in the Vivada- 
ratnakara and other works says that when an image, a garden, a well, 
a bridge (over a moat or river), a flagstaff, a dam a reservoir of water 
are breached, they should be repaired (or raised), re-consecrated and 
the person guilty of breach should be fined 800 panas. When worship 
was stopped, some authors prescribed re-consecration, while others 
prescribed only proksana as laid down in the Devaprastisthatattva 
(p. 512) or Dharmansindhu (III purvardha p. 334). 


It may be remarked that the jirnoddhara or Punahpratistha has 
been regarded for a long time as great acts of religious merit in India, 
rather more meritorious than the establishment of new shrines and 
construction of new images. Many are the historical instances which 
corroborate this ancient institution. Archaestopical caskets, inscriptions 
and the historical accounts (cf. H. Thsang testimoney of Bodhi tree 
restoration). 


Fs co f£. - e 

Silpa-ratna, a silpa-text of renown which is credited to treat 
this subject also simply echoes this time-honoured tradition when it 
says: 


दोषे लघुतरे विम्बं नैव त्याज्यं कदाचन्‌ | 
वाहुच्छेदे करच्छेदे पादच्छेदे तथव च ॥ 
qq स्फुटिते भिन्ने यस्मिन्तवयव गवे। 
वरूप्यं जायते यस्य तत्‌ त्याज्यं प्रायशो भवेत्‌ ॥ 
अङ्गल्यादिपरिच्छेदे बन्धनं शस्यते qud 
After ritualistic details regarding the installation of the Image in 


its abode, the temple, let us say a few words one same of its architec: 
tural details, 


These details are based on the canons of Iconometary. The height | 

of these images which are meant to be enshrined in temples had to i 

take proportionate measurement with doors of temple. Thus Varaha | 
mihira (Br. Samhita ch. 5) tells us that the height ofethe 1 
| of jue image should be three parts of the height of the shrine door 
T à less eighth part, when the latter is divided into equal parts; and the 
‘ height of the image should be twice that of the pedestal. Dr. Bannerje4 
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(D. H. I. p. 322) considers this formula a bit complicated and he 
therefore cites another authority (cf. Haribhaktivilasa): ‘it says that the 
measure of the height of the door (shrine door) should be divided into 8 
equal parts, two of these parts should constitute the height of the 
image and one part of it divided into three parts, the height of the 
pedestal which should be neither too heigh nor too low’. 

Matsypurana's prescription in this connection is also note-worthy: 
It says (vide Ch. 258. V. 23) those images thatare to be enshrined in 
temples should measure not more than 1/16th part of the whole height 
of the temple; one should make an image up to this height 
(this is the superior class) or less than it (of medium class or 
inferior class) according to his means; but on no account should the 
image be more than 1/16 part of the full height of the shrine’. 

This is true in case of the principal image in a temple. The host 
of other images that are carved out on the temple, they too are guided 
by the canons of iconometry and those relating to the laws of its 
architecutre. Prof. Kramrisch says (H. T. p. 311): ‘As far as the propor- 
tions are based on number (i. e. Navatala, etc.) so are their isocephalous 
rows on the upright walls of the temple..akin in their vertical rhythms 
to those of the groups of mouldings coherent in their proportion and 
forming a broad band on the socle (adhisthana) of the temple; on its 
walls similar though narrower belts of architectural profiles alternate 
with the belts of images; though the limbs of the latter are more richly 

. interlaced, their proportions in the vertical are as pure, and also allow for 
| modifications as those of the many variations of the zones of acrchitec- 
| tural mouldings. Thus the images do not only come forward from the 
walls, but are part of them also in their proportions’. f ; : 

Apart from this very brief indication of the intimate boc 
of the Prasada, the Hindu Temple and the Pratima, the epe 
| Deity, there is still a good deal of scope Bs treat this subject, put 
exegencies of space forbid me to do it here. Thit theme showever w 
n in the grd vol. of this work ‘An outline 
h their illustrations in Indian 
the different parts of the 
presentations like the 


düla, Lioness typifying the Sakti, the 


form a principal dessertatio 
history of Indian sculptures along wit 
Art’, Manya symbolic sculpture on 
temple, the door, y 

Face of Glory, Kirtimukha, Sar 


Power along with a host of imag 3 क well 
images of Immanent Breath and Symbols of ae ES 
as the state of being a couple and lastly ending in APES 7 


ri avin: 
point of the microcosm and the lowest one of a meee E 
the path for the Purusa to emerge and the mortal to converge o 


to get united with Him, 
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APPENDIX A 
(2) Managananam— vide Chap. III p. 87. 


‘A distance of one angula is called Murti, Indu,Visvambhara, 
Moksha and Ukta 


A distance of two angulas is called Kala, Golaka, Asvini Yugma 
Brahmana, Vihaga, Akshi and Paksha. 

A distance of three angulas is called Rina Agni, Rudraksha, 
Guna, Kala, Sila, Rama, Varga and Madhya. 

A distance of four anigulas is called Veda, Pratishtha, Jati, Varna, 
Karna (or karana), Abjajanana, Yuga, Turya, and Turiya. 

| A distance of five arigulas is called Vishaya, Indriya, Bhüta, Ishu, 

Supratishtha and Prithvi 


A distance of six angulas is called Karma, Anga, Rasa, Samaya 
Gayatri, Krittika, Kumaranana, Kau‘ika and Ritu. 


A distance of seven angulas, Patala, the Munis, Dhatus, Lokas, 
Ushnik, Rohini, Dvipa, Anga and ambhonidhis. 


A distance of eight angulas is called Lokapalas, Nagas, Uraga 
Vasus, Anushtup, and Ganas 


A distance of nine angulas is called Brihati, Grihas, Randhras 
Nandas and Sutras 


A distance of ten angulas, is called. Dik, Praturbhava, Nadi, 
Panikti and. . . . 


A distance of eleven angulas, is called Rudras and Trishtup 


A distance of twelve angulas is called Vitasti Mukha Tala, Yama,” 
Arka, Rai and Jagat d 
A distance of thirteen angulas is called Atijagati 


A distance of fourteen angulas is called Manu and Sakvari 


A. distance of fifteen angulas is called Ati-&akvari and Tithi 


A distance of sixteed angulas is called Kriya, Ashii and Indu-' 
Kala. ' 
A distance of seventeen angulas is called Atyashti 


A distance of eighteen anigulas is called Smriti and Dhriti. - 
A distance of nineteen angulas is called Atidhriti 


A distance of twenty angulas is called Kriti 

A distance of twenty-one angulas is called Prakriti 

A distance of twenty-two angulas is called Akriti 

A distance of twenty-three angulas is called Vikriti 
A distance of twenty-four angulas is-called Samskritj 
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A distance of twenty-five angulas is called Atikriti, 
A distance of twenty-six angulas is called Utkriti. 
A distance of twenty-seven angulas is called Nakshatra’—Rao’s 
version. 
(ii) Sixfold iconometrical measurements and their synonyms—vide p. 88. 
Mana—Ayama, Ayata, Dirgha. i 
Pramana—Vistara, Tara, Striti, Visriti, Visritam, Vyasa, Visarita, 
Vipula, Tata, Vishkambha and १1४51. 
Unmana—Bahala, Ghana, Mid, Utchchhraya, Tunga, Unnata, 
Udaya, Utsedha, Uchcha, Nishkrama, Nishkriti, Nirgama, 
Nirgati and Udgama 
Parimana—Marga, Pravesa, Parinaha, Naha, Vriti, Avrita and 
Nata. . 
Upamana—Nivra, Vivara and Antara, 
Lambamana—Sutra, Lambana, and Unmita, 
(iii) Talamana—vide p. 89. 
The Uttama-dasa-tala (of 124 dehangulas) is prescribed for the 
images of the principal deities—Brahma, Vishnu and Siva. 
The Madhyama-daia-tala (of 120 dehangulas) for those of Sridevi, 
Bhümidevi, Umi, Sarasvati, Durga, Sapta-matrikas, Usha 
and Jyeshtha. 
"nie Adhama-daia-tala (of 116 dehangulas) for 
Lokapalas, for Chandra and Sürya, for the twelve Adityas, 
the eleven Rudras, the eight Vasus, the two Asvini-devatas, 
for Bhrigu and Markandeya, for Garuda, Sesha, Durga, 
Guha or Subrahmanya, for the seven Rishis, for Guru, Arya, 
Chandesa and Kshetrapalakas. : 
The Navarddha-tala for Kubera, for the nine Grahas (planets) 


d certain other celestial objects. i = 
The तळ for Daityesa, Yakshesa, Uragesa, Siddhas, 


Gandharvas and Charanas, Vidyesa and for the Ashtamurtis 


of Siva. 


Indra and the other 


Sa-tryangula-nava-tala for such persons as are equal to the gods 


in power, wisdom, sanctity, etc. 


डा Li 
| : Nava-tàla for Rakshasas, Asura , Yakshas, Apsarsas, Astramurus, 


| and Marudganas. 

Ashta-tala for men. 

| Sapta-tala for Vetalas add Pretas 
Shat-tala for Pretas. 


Panch-tala for Kubjas or deformed persons and for Vighnetvara: 
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Chatustala for Vamanas or Dwarfs and for children. 

Tritala for Bhutas and Kinnaras. 

Dvitala for Kushmandas. 

Eka-tala for Kabandhas’—Rao’s version. 

(b) Aparajita pracchas overtopping the other texts—the largest T ala-measure— 
vide p. 88. 

N. B.—The Rüpamandana being a copier, can not have this credit cf. 
these comparative estimates—Mankad's version.) 


Objects in faaara सुप्रभेदागम अपराजितपृच्छा खूपमंडन 
२० अंगुलऽ 
1 ताल॑ artat (?) कूषमांड (a kind कोतिवकूत्र-जलचर ग्रासवकूत्र 1 
; of spirit) पिशाच पक्षिन्‌ 2 
2 mas birds मत्स्य विहंग कुंजर 3 
8 , Kinnaras किन्नर कजर किन्नर (?) 
A, (भत भूतः तुरंग किन्नर 4 
5 » गणेश वामत-विध्नहर किन्नर सुरवृष-शूकर-वामन 5 
6 , व्याघ्र IW गणनाथ-यक्ष गणनाथ 6 
Jo ७. एह राक्षस-असुर मानव. | मानव 7 
8.: ,, मनुष्याः (नरनारी) दिव्यमाषंमनुष्य दिब्ययोषितः पार्वती देवी 8 
9 „ दानव शक्ति अन्यदेवाऽ सर्वदेवा . सर्वं देवाऽ 9 
/ 10 „ दैवीमनुष्यं-वुद्ध sau चतुर्मूति राम, विष्णु,वैरोचन,राम, बलि, रद्र, जिन 10 
bd. सिद्ध, जिनवर 
स्कन्द, हनुमान, 
ii yy देवता रुद्रभूतानि , भूत-चण्डिका II 
I2. , राक्षस .  मधुमुरौ-बेताल. वेताल 12 
13 , . राक्षसा: :. राक्षस 13 
pe Ed. 3: - दानवा; ood . 14 
LO) : : j चामुण्डा-भृगुरूपाः भृगुरूपाऽ I5 
16 ,, : जटामुकुटचन्द्रालंकृताःक्ररदेवीऽ 16 


N. B, —Representation and magnification of “Ts as prodigies 
may be regarded as.a later development. 
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PART II 


ICONS AND ICONOLOGY 
An. | 


Exposition of the Pratima-laksana 
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INTRODUCTORY 


Something has already been said in the ‘Introduction’ regarding 
this part. Here a little more may be added to bring home to the 
readers not only the angle of the treatment; but also the introduction 
ofthe new elements in Indian icons and their iconology. Regarding 
the former, it may be said that the exposition of the Pratima-laksana, 
does not only confine itself to the objective treatment of the icons alone 
as such, but their individual evolutions in relation to their cult- 
ideology, artistic developments (i.e. iconographic evolutions and asso- 
ciated comminglings) and a critical analysis of their sway over Indian life 
as a whole in the cultural context of this great sub-continent, have also 
found a place in this treatment. Jn this survey a good many new 
propositions have been advanced and theories propounded, explana- 
tions and interpretations put forward to attract the attention of the 
scholars to these new factors whose estimation has been a long 
dessedaratum. A few instances, in this connection, may be cited : 

. 7% reoriented classification of the varieties- of the principal deities, 
i like Visnu or Siva has been put forward. Similarly the relative im- 
portance and ideology and their bearing On our cultural traditions, 
affecting deeply the Indian life asa whole, of some of the varieties of 
these principal deities, classed as minor or miscellaneous forms by 
Sri Rao, have been reoriented and re-established. Vasudeva-Visnu, 
Anantasayi Narayana, Sadasiva, Mahasadasiva and Dvadasa-kala- 
sampürna Sadasiva are some of the many such notable’ 
examples, found dealt with, in this new *angle. A, good 
inary images though" described ‘in the manuals*and said to be un- 
represented in the monuments (the rich sculptural heritage of India) 
have also been resurrected. A very striking example is that of Simha- 
vahini Laksmi, described in Hemadri's Caturvarga-cintamani but said 
to be unrepresented by Sri Brindavan Bhattacharya (cf I. L) in 
Indian sculpture, has been peinted out here to have been represented 
alright—vide Khajuraho sculptures. A bold assertion on the basis of 
the indegenous textsand their ideology regarding the Buddha image 
has been made to bring home to the readers that the evolution of 
Buddha image is not cent per cent a foreign contribution. 
It is fundamentally Indian and accordingly a new critique of Gandhara 
art has been advanced. A confusion prevailing among the scholats 
regarding the characteristic traits of Gandharvas and Kinnars has been 
cleared—vide the correct interpretation of the Manasara text describing 
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these demi-gods. This is only a bare outline of this critical and com- 


parative angle of treatment, an appraisal of which can be made only 
after fully going through all these eight chapters, full of ideas and 
innovations. This brief indication only aims at 


enkindling a 
curiosity in this fascinating study of immortals. 


Regarding the latter; 1. e. introduction of new elements, a peep into 
the very first chapter will convince my readers that some of the most 
intimate subjects of dessertation in any study of Hindu Iconography, 
so far remained insignificant, have been given their due. Symtolism 
in India has been its life breath. Symbolism, therefore, in Indian 
art isits soul. Accordingly all the principal. deities have been treated 
from this angle also in the last—the secret and sacred significance of 
the icons and their manifold rüpas, etc. what is termed here as «latichana- 
rahasyam’ which is an invariable concomittancein practically all the eight 
chapters. Similarly a principal image must have his shrine—the 
ayatana, and his parivara-devatas. This too is an essential theme 
invariably adhered to in the treatment of all the principal deities. 
Needless to multiply other so many new introductions based on an 
intimate study of the new sources like the Samarangana and the 
Aparajita-praccha and the reorientation of the older texts like the 


Manasara. 
E e 


Thirdly-the subject of Hindu Iconography regarding the different 
icons and their iconology has been treated here as an integrated whole. 
Itis why that all the three branches of Indian Iconography— Brahmana, 
Baudha and Jain—so far taken as independent evolutions—have been 
treated here from the broad cultural stand-point in which they are only 
the side-currents having their rise from a fountain head—the spirit of 


India, 
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Five Dhyani Buddh 


as with their char 


acieristics-— Vide Chap. VIII p. 24 


S. No.| Colour Mudra Crest Vahana | Skandha |Position| Vijamantra | Season Rasa Varga 
(d = EN 
। acr 7 Hi 
1 | Red Samitdh i Lotus Peacock: | Samjn& | West Harih Grisma Amla Ta 
~ | ut AN P Eee REM 1n E M LS | 
| 
2| Blue | Bhüspar$a Vajra Elephants| Vijnana East Hum iSira Katu Ca 
f 
2 ES 9 LS 
3, Yellow Varada Jewel Lions Vedana | South Tram Vasanta | Lavana | Ta 
i 
ates. हक S Ren = 
4 | Green Abhaya i$vavajra | Garuds |Samskara | North Kham Vars& Tikta Pa 
5| White | Dharmaca- Discus Dragons Rupa Centre Om Hemanta | Madhura 


kra 


| 
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SECTION A 


CHAPTER I 
TRIMÜRTI, ETC. AND BRAHMA-PRATIMA-LAKSANA 


Trimurti.—The reason why Trimürti icon is first taken up is not 
very difficult to understand. It represents not only historical back- 
ground of the evolutionary processes of the later (i.e. Pauranic) 
sectarianism, but also keeps up intact the lofty idealism of Upani adic 
monism, already initiated by the Rsi in the Rgveda when he proclaimed 
‘kam sad Viprah bahudha vadant". Trimürti and other compound 
murties, though regarded as representing syncretistic tendency, in the 


op'nion of scholars like Dr. J.N. Banerji, asa reaction to the morbid 


sectarianism, really represent, in a nut-sheil the truth of the Vedic 


Henotheism and Vedantic Monism. 


Hinduism misrepresented as polytheism, really stands on the solid 
bedrock of the Advaita, the Brahma, the ultimate reality. The Vedantic 


monism is both an idealism of the highest order as well as the Realism 


of the most practical utility. It is here that Ethics and Metaphysics 
is the essence of Hindu 


meet. Therefore the T«imürti conception 

culture, religion, philosophy and the world at large. We cannot have a 
better laksana of Trimurti than one quoted by Gangesa in his Sabda- 
(cf. Pr. Laks. P. jo) that the Trimarti, though 


apparently having different forms, really has one form and it is one 
the three-fold work of the Universe, the 


tatva-cintamant 
monistic principle governing 
Creation, the Preservation and the Destruction. 


The Visnudharmottara also echoes here this concept of Trimurti 
(vide Pr. Laks. p. 70). The existence of the Universe is guided by 
three-fold principle of Energy or Quality - Rajasa, Satvika and Tamasa. 
Accordingly here Brahma aspect or form or face represents the creative 
activity, Vaisnava one maintains and sustains the universe, while the 


Saiva aspect simply destroys it (to create a vacuum for further 


creation). 

As hinted above, the idea of Trimürti is not Pauranic alone. It is 
e Vedas themselves. The Vedic triad Agni, 
Surya and Vayu or Rudra, really got developed into the Pauranic 
Visnu and Siva. Brahma represents Agni and the 
) and the VastuSastras (notably the Samaran- 


as ancient as the times of th 


Trimurti of Brahma, 
later texts both Puranas 
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gana-Sutradhara) corroborate this truth by directing the image-maker 
to make the Pratima ‘analarci-pratimah’ akin to the flamed fire. 
Visnu isa solar deity in the Veda—everybody agrees toit. He is 
EE reckoned as one of the Dvadasadityas in the Mahabharata. 
The praises and exploits of Visnu in the hymns of the Rgveda are all 
for Visnu as a solar deity and hence his affinity to Surya cannot be dis- 
puis As regards Siva, his prototype in the Vedas is Rudra— Rudras 
or Rudriyas in the Rgveda or more correctly in the Yajurveda, are in 
intimate association with the Marud-devas, the wind-gods, represented 
as working havoc, bringing storms, spreading calamities and diseases, 
etc. and therefore the development of Marud-Rudra into terrific-cum- 
beneficient Rudra—Siva—is not difficult to understand. 


With this background of Trimurti conception, let us peep into the 
depth of its meaning. It represents in the nutshell the whole fabric of 
the Asramadharma—the three fundamental stages of life, childhood 
and youth as well as the three periods of Aryan life, the Brahmacarya, 
the Garhasthya and the Sanyasa. ‘Brahma’s features are exactly 
those ofa Brahmacari. He holds a Kamandalu, puts on Kasaya cloth, 
carries the Vedas, all of which are. requisites of a young Brahmacari. 
The appearance of Visnu is the ideal representation ofa householder, 
enjoying, working and flourishing in the world. His dress, ornaments, 
attendants all speak of his life of the world. Thus he has been the ideal 
god to be worshipped by the kings. The image ‘of Siva, in like manner, 
represents the life of an Indian Sanyasi. He wears, like the Hindu 
ascetic, tiger’s skin, bears a trident and has Jata or clotted hair—the true 
sign of old age and indifference. Like a Yogi, he is half naked and 
devoted to spiritual contemplation'—Brindavana, I. I. p. 5. 


Metaphysical interpretation of Trimurti is already hinted at. 
Mythological accounts of the triad are quite well known—Brahma 
created the world; Visnu preserved the creation throughout by main- 
taining the life principle and removing the destructive elements in 


various incarnations; Pralaya or dissolution of the world was brought 
about by Siva or Rudra. 


"As regards the illustrations representing this form of icon, 
there is a great paucity of monuments representing this image. The cele- 
brated ‘Trimurti’ illustration of the famous elephanta cave is held by Rao 
as an unmistakable representation of Mahesamiirti, and he has adduced 
strong arguments to prove his contention and substantiate it on the 
possible grounds. Another sculpture of Chittoragarh in Udaipur 
State, Marwar is also not ‘Trimirti’ but Mahesamürti as contended by 
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ao, ibid p.385. Sri Brinda c i 

Rao, p.385 i Brindabana Bhattacharya, however, cites two 

examples of Trimurti image in the Peshawar Museum and the four- 


headed lingam in the Indian Museum. 


Trimurti, according to Visnudharmottara, Pürva-Karnagama, etc. 
(Pr. Laks. p. 187-188) is also one of the eight Vidyesvaras (special forms 
of Siva), AmSumadbhedagama describes Trimurti (Ekapada), Ekanetra 
and Ekarudra alike. The main features of this Trimurti sculpture 
according to this text are: From the right to left of the erect figure of 
Siva should be seen emerging those of Brahma and Visnu, respectively. 
Both these should be sculptured with their respective characteristics. 
Rao says, ‘Another way in which Trimurti may be represented is this: 
Brahma and Visnu may be sculptured as issuing from either side of a 
large linga. Thirdly, they may be represented each of one separately 
with all their characteristics and as standing side by side on three 
separate padma-pithas. Fourthly, there may be three shrines in a tem- 
ple each separated from the other and in these there may be set up in 
the middle shrine a linga and in the right and left, shrines for Brahma 
and Visnu, respectively. Fifthly, ina temple consisting of these conti- 
guous shrines (triforium), they may be set up as in the previous case. 
The central figure may be also Nrtta or other forms of Siva. 


This is the traditional and time-honoured conceptian of both of 
the iconology and the iconography of Trimurti representing Brahma, 


Visnu and Siva as one. 


There are, however, certain texts notably Aparajita-praccha which 
not only describes trimurti of Hari, Hara and Pitamaha, but also that 
of Candra (the moon), Arka (the sun) and Brahma (common), as 
well as Hari, the Sun (also Visnu), Hara and Hiranyagarbha. ap he 
former has not yet found representation in sculpture, but the css T 
fully depicted in it. It is, therefore, very curious and also remarkable 
that some of the uncommon types of icons are either the result of the 


uncommon conceptions or vice-versa. 


The association of Surya with 
Hara and Hiranyagarbha in the Trimurti SSDS have one ae 
ground in peculiar conditions of the religious beliefs gi ue Hiodus. s ose 
connection of Surya with Visnu or Visnu as Narayana 13 wellknown. 


À Trimurti depict this 9 nchronism— 
i many Trimürti sculptures 1 
Accordingly a good y Madhia in the old. Panna State 


cf. six-armed composite image found at di cue E 
in Bundelkhand region representing the Trimurti RE ot 
Brahma. The three-headed and eight-armed stan nee arya in 

i his ilar compo- 
Cidambaram temple also illustrates this. “A EV. ce E : 
sition, but a seated one, is carved on the west face of the sma 
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dedicated to the sun-god in the southern corner of Limboji Mata’s 
temple at Delmal (northern Gujrat)’. ‘Another eight-armed seated 
image of this type is carved on the western side of the central Bhadra 
(structure) of the Siva temple called Dula Deo at Khajuraho'. 


Caturmurti—Aparajita Praccha —Also describes Caturmurtis of 
Hari (the sun as well.as Visnu), Hara and Hiranyagarbha, which may be 
illustrated in the representation already pointed out above—cf. Limboji 
Mata's Temple— Vide Trimurti illustration and Burgess’s remarks 
(Ar. Survey of W. India Vol. IX Arch. Antiq. of N. Guj. p. 88-9) 
satisfy this composition: In one figure the four divinities, Visnu, 
Siva and Brahma or the Trimurti—with Surya, appear blended or shall 
we rather say it represents a Vaisnava Trimurti with Surya-Narayana, 
as the central figure, seated on his Vahana, Garuda. 


Paüca-murti: Though we do not have any partimalaksana in 
the texts of this composite icon, we do find paicayatana sculptures and 
images in accordance with a clear cut tendency of this most tolerant, 
and universal institution advocated by the Smrtis like Manu and Yajna- 
valkya and fully practised by the bulk of people called Smartas. Accord- 
ingly the Pañcayatana worship must have some symbol (icononic or 
aniconic) to satisfy this most prevalent urge of ordinary run of men 
having equal adoration to all the principal deities of. Hindu Pantheon. 
This was really a great and grand syncretistic tendency at work. ‘Five 
stones or symbols, believed to be permeated by the essences of the five 
chief deities, are : (1) the black stone, representing Visnu; (2) the white 
stone representing Siva's essence; (3) the red stone representing 
Ganeáa ; (4) the small piece of metallic ore representing the wile of 
Mice oat .All five 
symbols are placed on a. round open metal dish, called Pancayatana, 
and are arranged in five different methods, according to the preference 
Siven to any one of the five deities at the time of worship’. (Religious 
Thought and life in India, pp-41 1.12). 


Siva ; (5) the piece of crystal represening the sun 


‘The Paicayatana Pi ja of the Smartas is also illustrated by many 
extant early and late medieval temples of India, in which the central 
shrine housing the principal deity is surrounded by four smaller shrines 
on the four corners of the quadrangle containing the figures of the four 
DUCE deities’. Dr. Banerji has given certain notable illustrations of this 
religious culture found depicted in stone—a farily large number of 
medizval scluptures: ‘A pancayatana Sivalinga, originally found in a 
part of Bihar and now in the collection of the Indian Museum, which 
is being illustrated here, characterises in a very interesting manner the 
religious belief of a medieval Saiva of Eastern India belonging to the 
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order of Smirtas. It is inaccurately described in the Museum record 
as a Caturmukha Sivalinga, but it really shows the four cult deities, 
Ganapati, Visnu, Parvati and Sürya on the four sides of the central 


Z 


Saiva emblem, all of which taken together symbolise the five Brahmani- 
cal Hindu cults.’ 


Dvimürti.—We have already noticed (though rarely) the iconogra- 
phical presentations of caturmurtis and Paficamurtis, etc., the Dvimurtis, 
however, are very popular. Among them, the most famous Haryardha- 
mürtior Hari-Haramürtis are very well known. The different Saiva- 
dvimürtis like Hara-Gauri, Uma-Mahesvara, Ardhanarisvara etc., etc., 
may also be classed dvimurtis but as they form a class by themselves in 
the Saiva icons, they may be passed on here to be taken up in their 
proper place. It is, therefore, proposed to take only the most famous 
forms of Dvimurtis here. 


Haryardharmürti;.—V ide Pr. Laks. p. 71 is enjoined to be sculptured 
according to Uttara Karnagama like this: The Mahesa part should 
same as in the Ardhanarisvara form, the other half of 


exactly be the 
wever is enjoined to take only two arms 


it, the Vaisnava counterpart ho 
kha and Kataka, dressed in Pitambara and decorated with all 
characteristic ornaments. Suprabhedagama, however, prescribes Hara, 
clad in tiger’s skin, Visnu, of course, in Pitambara, though hair would be 
in Jata, and in Kirita respectively. Silparatna however adds the bodily 
pose also—both of them to assume Samapáda standing posture, other 
teristics are also mentioned, the emblems, etc. vide Pr. Laks. P. 71. 


with San 


charac 


It may be remarked that sculptures found representing the image 
show Hari always on the left and Hara in the right, as we shall presently 
see. A word, therefore, on history and culture of this composite 
image may be first said here. The historical, or more correctly the 

Pauranic, account of the origin of this composition is very popular. Visnu 
was Mohini, the beautiful female form assumed by him while distributing 
nectar churned out of the ocean by the Devas and Asuras to deprive 
the latter of their share of it, by bewitching them with her beauty; 
Siva fell in love with this aspect of Visnu. Now as regards the broader 


culture which this composite icon represents 15 the cae o the 
ior cults of Vaisnavism and Saivism. 


reconciliation between the two maj 


as illustrated this iconin many of the Indian sculp- 
liefs representing this composite 
The clear line of demarcation — 
(Hara) halves is emphasised by — 
f it shows a Jatamukuta 


Dr. Banerji h 
One of the earliest stone re 


o be found at Badami... 


(Hari) and the Right 
ight part ० 


tures: 
divinity is t 
between the left 
the treatment of the crown (the r 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


178 TRIMURTI ETC, AND BRAHMA-PRATIMA* LAKSANA 


while the left part a kiritamukuta), the two different ear-rings (a sarpa- 


kundala in the right ear, and a nakra or makara kundala in the left 
ear) and the presence of the bull-faced Nandi and Parvati on the 


right hand, and that ofthe s ightly pot-bellied dwarfish Garuda and 


gracefully standing Laksmi on the left’. 


There are some other dvimürtis spoken of, in the Sastra, but unre- 
presented in the sculpture and vice-versa. Aparajitapraccha gives a 
description of Krsna-Sankara dvimurti which is uncommon. The 
Krsna half (in the left) is said to have mukuta makara-kundala and 
cakra: while the Sankara counterpart (in the right) is directed to have 
jatabhara, kundala, aksamala and trisula. So far as our knowledge 
goes this description is not illustrated in the sculpture. Further dis- 
coveries should be made in this direction and its representation may 
come to light; because the Aparajita is a medieval treatise and the 
exuberance of medieval sculptures has not yet been well investigated. 
A good many images still remain unidentified. This description of 
this standard manual gives us a sufficient clue for our further studies 
in the vast store-house of medieval sculptures adorning renowned 
temple-sites of Northern and Southern India. 


Two very interesting dvimurtis of Matranda-Bhairava and Sürya- 
Brahma are represcnted in our sculptural heritage and Dr. Banerji 
observes : ‘Buta very unique s)ncretistic image in which Sürya and 
Siva are the constituents isin the collection of the V. R. S. Museum, 
Rajshahi, which has been tentatively identified as ‘Martanda-Bhairava’ 
by K.C. Sarkar. Itis a three-faced and ten-armed image of the rath 
century A. D. found at Manda (Rajshahi), containing the usual accessor- 
ies noticeable ina well-developed type of Surya figure of this part 
of India. Its central face is placid, the side ones being fierce; its front two 
pairs of hands are broken, but the full blown 10015९5 in one pair are 
visible; the back hands, which are preserved, carry, from the right side 
onwards, a khatvanga, a trisula, a Sakti, a nilotpala, a damaru, and 
asarpa, flames issuing from its heads and shoulders (the Sivaite cha- 
racter of most of these emblems should be noted). "The dhyana-mantra 
of a particular variety of Sun (Martanda) appearing in the 
Saradatilakatantra conforms to a great extent to its iconographic fea- 
tures and the textsays that such a variety of the Sun god is ‘half 
(a part) of Siva (Ballabharddha).' *A composite representation of 
Brahma and Surya can be recognised in the beautiful image ofthe rrth 
century A. D. acquired from Mahendra (Dinajpur, Bengal) and now 
in the collection of the V. R. S. Museum. Ie is similar in many res- 
pects to the usual two-armed Surya figures of this period, but its 
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notable difference from them lies in the fact that the number of its arms 
is six. Its natural hands hold the usual full-blown lotus flowers, while 
the four additional hands show varadamudra (with lotus mark on the 
palm), aksamala, abhayamudra and kamandalu. The Dhatri aspect 
of the Sun god, the first in the list of the Dvadasadityas, as described in 
the Vi$vakarmavatara Sastra, holds lotuses in its two natural hands, a 
lotus garland (or a fillet of lotus seeds) in its (back) right hand and a 
water-vessel in its (back) left (Daksine pauskari mala kare vame 
kamandaluh; Padmabhyam $obhitakara sa Dhatri prathama smrta). 
This North Bengal relief has no doubt much in common with the 
Dhatri aspect of the twelve Adityas but the increased number of its 
solar features and rosary and water-vessel (two of the well-known 
emblems of Brahma) in two of its hands, bring it in line with the groups 
of syncretistic icons being noticed here. Dhatriis no doubt one of 
the Adityas, but Dhata or Vidhata is also one of the synonyms of 
Brahma Prajapati, and both these characters appear to be symbolised 
in this interesting sculpture (PL XLVII, Fig. 3). 


In the end may be also cited another important dvimürti of 
Nara-Narayana or Harikrsna. The V. D. has given its laksana—vide 
writer’s Pr. Laks. p. 7o (wrongly classed with caturmürtis under 
Trimurti). ‘It is stated therein that the image of Nara should be of 
grass colour and have „wo hands; it should me made to look powerful. 
Narayana should possess four arms and be of blue complexion. Both 
of them should be seated under a badara tree. They should be clad 
in krsnajina and wear the jatà-mandalas. As regards Harikrsna, they 
should be shown as seated in a chariot having eight wheels, with their 
legs crossed. The story of Nara-Narayana is related at many places 
inthe Mahabharata. Its representation in sculpture however is still 
to be found out. 


BRAHMA 


Though one of the members of the Trinity, Brahma as a God of 
temples and images is not significant. Instances of a separate temple 
dedicated exclusively to Brahma are very few and far between. Con- 
trary to this however the accounts in the Silpa-sastras and those in the 
Puranas are full of his glory and glorification as well as dedication and 
vote Brahma, the creator of the Universe, and the foremost among 
the gods, could not fascinate the minds of the masses, perhaps due to the 
(curse) as the Padmapurana (Srstikhanda 17) shows that the worship 
of Braham had declined at that time, owing, it is said td the curse of 
Savitri. There is no Brahma cult as we have the Vaisnava and the 
Saiva cults with a large number of adherents. 
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Brahma, the cosmic creator is a god of a very regulated function. 
He is neither a showerer of boons nor a player of magic. He could fas- 
cinate few. Even the Bráhmanas who could have been his adherents 
and worshippers could not tide over the times and tendencies. Visnu a 
grand god captivated the minds of Kings, Siva was very popu- 
lar among the masses. Kings and beggars both adored him. Hence both 
these gods became popular gods. Accordingly wlth rise of Bhakti their 
images became the time-honoured traditions and the practices thereof. 


A historical resume.—With this very brief introduction to the first 
member of the orthodox Brahmanical triad, let us peep into the history 
of Brahma, the accounts of his rise and growth as well as decline and fall. 


Vedic.—The creator gods described in the Vedic texts are Vi$va- 
karman, Brahmanaspati, Hiranyagarbha, Prajapati and Brahma—vide 
R.V.X. 81, 82; 72; 121 and vide S. B. XI 2. 3.1; X.6.5. 9; and Praja- 
pati among them though invariably connected with creation is also associa- 
ted with Sacrifice as its presiding deity—vide S. B. II 2. 2. 4; XIV. 1. 1. 6. 


Smrtic.—The most concrete concept of Brahma had came to be 
developed in the Mundaka Upanisad where he is described as the first of 
the gods as well as the creator of universe and the preserver of the world: 


“ब्रह्मा देवानां प्रथमः संबभूव विश्वस्य कर्ता भुवनस्य गोप्ता ' 


The Manusmrti completed the go!ry of this great god by proclaim- 
ing that the Svayambhu Lord was born in the golden egg as Brahma: 


तस्मिन्‌ जज्ञे स्वयं ब्रह्मा सर्वलोकपितामहः 


A very notable point in regard to Brahma’s position in the : 


Smrti is the appellation Narayana which echoes the Prajapati’s concep- 
tion in the Brahmanas like Satapatha. 


Epic.—Now the concrete god Brahma was known by such names 
as Prajapati, Dhata, Vidhata, Pitamaha, Visve$a, Srastr, Lokavrddha, 
Suragurua, Lokabhavana, Loke$varesvara, Lokadinidhanesvara, Adideva, 
Bhutaman, etc. (Epic Mythology—Hopkins), in the two epics whiich in 


their earlier sections though keep intact his greatness, also give his gra- 
dual decline in their later sections thus paving the 


a ground for Puranas 
to neglect him altogether. : : 


. Pauranic.—Brahma in Puranas is sin 
to grant boons even to Asuras which wro 
and brought the two great gods Visnu 


8160 out as easily susceptible 
ught the wrath of the gods 


and Siva to annihilate these 
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Asuras for the good of not only the gods but also of mankind at large. 
Matsya, Bhagavata and several other Puranas concocted the myth of 
Brahma's incentuous love for his own daughter and the already alluded 
curse of Savitri in the Padma, brought decline of the Father not to be 
deemed fit for dedication of temples and the consequent worship. One 
of the early Puranas, the Markandeya, paints him helpless to defend 
himself from the demons Madhu and Kaitabha from whose clutches he 
is saved by Vi;nu's timely intervention. The accoun's of Lingodbhava- 
mūrti, whose Bhairavi form is sometimes described as Brahma-giraé- 
chedakamurti, points out Brahma's passion for telling lics. 


All these later accounts are an evidence to the historical evolution | 
and revolution inasmuch as with the decline of Vedism, the repository of 
the Vedas himself (as Brahma is conceived), had to face a fall. The other 
details of the life and deeds of Brahma may be summed up here in the 
words of Rao: “It has already been stated that Brahma was born ina 
golden egg and was therefore known as Hiranyagarbha; that he sprang up 
from the waters and the ether; that he took the form of a boar and lifted up 
the earth from the ocean; that he took the avatara of a fish; that he was 
born from the lotus that issued from the Navel of Vi.nu; that he was 
the father of Dakga and other Prajapatis (patriarchs); that he disputed 
the superiority of Visnu over himself and that when, in connection with 
the dispute, Siva appeared between them in the aa ole pillar of fire, 
he (Brahma) went up to search for its upper end and failed to do so; that 
he was born to the Rsi Atri and his wife Anasuya as one of the aspects of 
Dattatreya; that he served as a Charioteer of Siva when the latter GE 
ed the Tripurasura; and that he acted as purohita (officiating priest) 
in the marriage of Siva and also of Subrahmanya; and many other 


1 = > 93 
things have also been mentioned about him 


Iconogranhical accounts :—As hinted above, the iconographical 1d 
accounts of Brahma are however, fully exhaustive and practically a S 
the treatises describe him. The Pr. Laks, p. 72-75 may se purviewed 
where laksanas of Brahma-icons from as many as twelve wore z 
gathered aprili and let us summarise them One by ORE o lve o 
a perfeet figure of Brahma from both the points of view o 


and iconography. 


Brhatsamhita, one of the earliest iconographi cal 
Brahma only with three of the many attributes—Kama 
ing a ritual water vessel in one of his hands; 
faces) and Pankajasanastha (seated ० a lot 1 
of Kasyapa quoted by Utpala (as ref 
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p.516) adds two more attributes associated with this god—dandi 
(having a staff) and Krsnajina (with the hide of a black antelope skin 
as his upper garment). Both these accounts paint Brahma asa 


Brahmacari. 


The Matsya, one of the earliest Puranas, elaborates the iconoic re- 
presentation of Brahma as developed by its time. It makes him ride 
on his mount of swan, bestows four hands with the additional attributes 
of sruk and sruva (the sacrificial implements) besides the usual staff and 
Kamandalu. It also gives place in Brahma icon to the Ajyasthali and 
the Vedas on the sides as well as Sarasvati and Savitri on the right and 
left respectively. The Agni further elaborates him into a god having a 
big pot belly—Brhajjatharamandalah and having long moustaches— 


Lambakurca. Dr. Bannerjea (D. H. I p. 516) observes: Yet it is curious 
thatin none ofthese elaborate accounts there isan explicit reference 
to his face or faces being bearded, though the Rsis who accompany him 
ina Brahmayatana (a Brahma shrine) are described as bearded..... 
This is, however, not right. Perhaps the learned Doctor has not seen 
this icynographical prescription of the Agnipurana where he is bearded 
alright. He is not only bearded but also Jatayuktah (with matted hair 
—a characeristic sign of Siva). Again as the Agnipurana is regarded as a 
later Purana, all the later images of Brahma have bearded faces, per- 
haps due to this prescription; otherwise most of «the earlier ones being 
shown without this trait. This is also supported in other medieval 
texts like Aparajita-praccha and Rupamandana (see ahead). 


. Visnupuràna gives him his lordly conveyance ofa chariot drawn 
by seven swans—‘saptahamsarathasthitam’. 


As regards the accounts of Agama texts, the Améu and the Supra- 
bheda, etc., they too elaborate these aforesaid attributes with some 
innovations, viz. the Amsu describes Brahma as Haritalasamaprabha, 
Jatamukutasamyukta, pingalaksa, sarvabhusana, clad in white garments 
and decorated with white garlands, etc., etc 

. 2 $) 


É à Other details are more 
iconometircal than iconographical. 


Minasara hasa distinctive attribute so far not evolved by other 
texts; The four-faced Brahma is described as Astalocana having eight 
eyes. Silparatna, another southern text, has some further कत 
to add. Here he is said to be sitting on long brush like grass—lambakur- 
coparisthitam—perhaps meaning thereby a Kusasana ( 


2 kusas are a long 
grass like brushes). 
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In Samarangana Sutradhara this god finds first place among the 
gods described at length from iconographer's point of view. His figure 
should be that of youth, that is he is to be sculptured as a Brahmacari or 
student. He should glow with a lustre akin to that of fire'and thus he 


is represented as of red colour. He should be represented as having pot 


belly with white flowers and covered with white turban. His uttariya 
(the upper garment) should. be of the black antelope, other clothes 
being white. He should have four hands. In both of his Jeft hands 
there should be a Kamandalu (a pot) and a staff. In one of his right 
hands he should hold a rosary, the other one should be in Vardhamana 


Mudra—the benedictory hand pose. His waiste is girdled by a Maunji 
Mekhala. 


This account of Brahma as given in the Samarangana Sütradhara 
more or less agrees with those given in the Puranas, though the latter 
are more copious and traditional. As we have seen, Matsyapurana 
describes Brahma riding on a goose or sitting on a lotus seat. Again 
according to it, in his right hand will be Sruva and Sruk, the two 
sacrificial pots instead of rosary and benedictory pose (cf. the S. S). In 
addition to this, the plate of ghee and the four Vedas should be shown 
on his sides. He is attended on the left by Savitri and on his right by 
Saraswati. 


^ 


The description as given in the Agni tallies more with that of the 
Samarangana Sütradhara. Here he is represented as having a pot 
belly and clotted hair and long moustaches or a beard, and holding 
in the right hands a rosary and a Sruva and in hisleft hands a 
Kamandalu and a plate for ghee. Another important clement of 
representation of Brahma, left out in these accounts and given in the 
Visnu Purana is that he should be seated on a chariot drawn by seven 
swans, The descriptions as found in other works are more conspicuous, 
but they all belong to the later treatises like Rüpamandana and 
Silparataa. The pauranic accounts are more or less similar. 


Aparajitapraccha’s iconographical accounts of Premesthi Pabna 
are related to his four-fold forms—Brahma, Pitamaha, Viranci and 
Kamalasana—in conformity to the four-fold Vedas, the Rg, ete» the org pd 
* Yugas the Krta, etc. and the four-fold Varnas, due Bae : 
The attributes though traditional also support Benne RO E EC 
( समांसगलकेशक : ) in consonance fo this developed ue d * 
iconography of Brahma and the sculptures illustrating aus 
medieval character of this text itself. fe HE 2 5i BR 
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Rüpamandana, the last text quoted in Brus laksana p. 75, 

verbatim describes Brahma in Aparajita terms. The cent percent 

copying of Rüpmandan from the Aparajita-praccha has already been 
> an" 


pointed out before, vide Chap. I ‘Sources of Hindu iconography’. 


Further details of the attributes, etc. held in hands may be seen 
in Rao’s book—H. I. Vol. II pt. 2. p. 504-5: 


Iconological implication : —Now before giving the representations 
of Brahma’s icons in our sculptural heritage, let us say a few words on 
the Brahma-Iaücchana-rahasya—the secret or the mystery of the attri- 
butes of Brahma’s icons. Thus in conception and form, Brahma isa 
vedic student, sacrificer and creator. “Metaphysically” says Brindaban, 
“he represents the Rajoguna or theactive power. That is why he has 
red colour (cf. the S. S. Analarci) which is supposed to be peculiar to the 
creative power. He has four headsin reference to the four quarters 
of his works. His Sakti or female phase is his own daughter Saraswati 
or Vac, possessing creative power of imagination and invention. Yajna 
or sacrifice, is full of Kamana or desire and creation :— 
“सो$कामयत अहं वहुस्यां प्रजायेयम्‌--1 shall be many’. Mythologically from 
his four mouths the four Vedas are said to have issued." (Indian 
Images page 19). 


The Visnudharmottara has however gone deeper and says: 
“Through (the preponderance of) rajas the colour is reddish, hence 
Brahman, greeted by allcreatures and the best of the gods should be 
known as resembling that tip of the lotus. Rgveda is (his) eastern face, 
Yajurveda the southern, Samaveda the western and Atharva (Veda) 
the northern. Those that are the Vedas are these faces and the four 
quarters are the arms. The world’s movable and immovable are verily 
(sprung from) water, and Brahman holds these (primeval waters); so 
the Kamandalu (water vessel) rests in his hand. Kala (Time) is 
indicated in the hand of Brahman by the rosary, because Kala (Time, 
Death) is called so on account of seizing (kalana) all creatures. All 
sacrifice is propogated by work white and non-white (i. e. pious and 
impious). Therefore, the garment of the lord, the skin of the black 
antelope, is white and not white (i.e. matted). The seven regions are 
known as bhüh, bhuvah, svar, mahah, janah, tapas and satya. 
These regions are the swans in the chariot of Brahman, the 
great god. Oh best of kings! let the pericarp of the lotus, which took 
its birth in the navel of Visnu, be known as Meru. Oh king, every- 
where steadiness is the result of meditation, and hence Brahman 
assumes (the meditative position) by means of his corporeal lotus seat- 
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Of the (Supreme) Soul, one should think the best position as devoid 
ofform. For thesight ofthe worlds, He exists with eyes closed in 
meditation. The medicinal plants which help the sustenance of die 
earth should be known as the matted locks of Brahman, the high- 
souled, who moves everywhere. The repositories of Vidya (learning) 
which (act) as revealers of the world, should be known as the various 
ornaments of that great God. 


This form of that incomparable (soul) that pervades the whole 
world has been described to you. Thus the Pre-eminent One of the 
world occupies the whole world with his body”— Kramresch’s 


Translation. 


Illustrations :—Without going into details which may be looked 
into Rao’s and Banerji's work, the following tabulation of the images of 
Brahma in Indian sculpture and bronzes as found in the various parts 
of India exhibiting the general natural characteristics of the country 
to which they belong (cf. the dictum of Varahmihira 'दिशानुरूप Etc., 


may be interesting from the point of view of illustrating the Brahma icons: 
| A. INDEPENDENT IMAGES: 


S. No. Place Remarks 


Padmasana, with all attributes. 
Seated on a swan surrounded by : 
Rsis. cS 
Sthanaka-murti, pot-bellied along 4i 
with usual Agamic attributes. 
Like Sopara with the difference : 


7, (0) Siva-temple-Aihole. 


(ii) Aihole—stone. 


2. Sopara—Thana distt. 


' 3, Nagesvaraswamin temple > 
| —Kumbhakonam. without a beard. 
| 4. Karanchi Museum—Sind. Bronze—only with two hands. 
| 5. (i) Madras Museum Sthanaka and bearded with usual 
Calukya Hosala school. emblems. e t 
ii : Bronze—Under Prabhavali v 
| (1) 2 eT Kiritamukuta instead of 
| mukuta. 
द $ 1 Sthanaka under umbrell 
| G Ho a Prabhavali, ornamented also 
Ei 7. Gaulesvara Siva-Temple at +: "OE 
Tiruvorriyur. TC 
Siva- Ti di. One of the 1 n B 
8. Siva-temple at Tiruvact "ore of South A 


9. Mathura Museum. 
Rajasahi Museum. 
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B. Reliefs —* Some of the earliest representations of Brahma are found 


|. in theBuddhist reliefs of Gandhara; his figure is used there either in the 


Nativity scene of Buddha or as one of Buddha's acolytes. He is in- 
variably shown in them as having profuse dishevelled hair, beared 
moustache, being dressed inthe garments of a Brahmana, one of his 
two hands holding a water-vessel. Such figures are, however, not 
hieratic for they are presented from the unorthodox Buddhist point of 
view. The later Jaina representations of Brahma either asa Yaksa 
attendant of the Jina Sitalanatha or as one of the Dikpilas are endowed 
with a great deal of hieratism, even perhaps more pronounced than 
in their originals in the Brahmanical pantheon.” 

In regard to these illustrations of Brahma in Indian sculpture, 
Dr. Banerji’s following observations are worth quoting: *Many of the 
images of Brahma that have been just described are of a subsidiary 
character, having been used either as Avaranadevtas or as accessory 
figures in the shrines of the major cult deities. His figure also 
appears in ‘relief compositions’ associated with Vaignavism and 
Saivism, some of which have already been noted. The god is 
ented on a lotus, the stalk of which issued from Narayana- 
Visnu's navel, in the Anantasayana reliefs;in the Lingodbhavamirtis 
of Siva, Brahma is shown first as soaring upwards along the side ofa 
‘columnar Sivalinga', and then as standing by its side with his front 
hands in the Namaskara mudra; in the Tripurantakamurti of- Siva, 
he is shown as the charioteer of the great god, and in Sivas 
Kalyanasundaramurti, Brahma is shown as the officiating priest in the 
marriage ceremony of Siva and Uma. In the Ekapada-Trimurti of 
Siva or its Vaisnaya counterpart, Siva or Visnu occupies the central 
position, Brahma being invariably shown asa lateral accretion in the - 
attitude of bowing to the central deity.” —D. H. I. p. 519. 


Brahma-shrine (The Ayatana) :—This side topic of Brahma's 
iconography may also be tackled here both from the stand-point of 
Sastra as well as that of the Sthapatya, the monuments. “In a temple 
exclusively dedicated to Brahma, there should be set up in the central 
shrine that aspect of his, named Vi$vakarma. In this form Brahma 
has, as usual, four heads and four arms; in his hands there should be 
the aksamala, a book, a bundle of kuga grass and a Kamandalu; and 
he should be seated upona swan. The following parivara devtàs are 
required to be setup in the eight quarters beginning from the east and 
going round clockwise, namely Adisesa, Ganega, the Matrkas, Indra 
Jala‘ayi, Parvati and Rudra, the Navagrahas and Lacan : 
tively”. This account as given by Rao from the Ro | 
corroborated in the Aparajita-praccha—vide P 


respec- 
pamandana is fully . 
r. Laks. p. 76. 
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Parivaradevatas.—These are the Dvarapalakas of the temple of 
Brahma and the following table (cf. Rao's book page 507) of all these 
eight guardians of gate also gives the articles held in their hands. 


Objects held in the 


6 

Z 

E Name Right hands Left hands 

9 

uà 

I Satya Padma Sruk Pustaka Danda 
2 Sadharma Pustaka Danda Padma Sruk 

3 Priyodbhava Aksamala Padma Agama Danda 

(Pustaka) 

4 Yajna Danda Agama Sruk Kavaca 
5 Vijaya Aksamala Gada Khetaka Danda 
6 Yajnabhadra 5 D 3 h 
7 Sarvakamika 7 Pasa Ankusa 2 
8 Vibhava Danda Ankusa Pasa Pad ma 


“All these eight Dvarapalakas should be represented as of terrific 
nature with their beards. There should be mukutas on their heads. A 
large number of Rsis also with moustaches and jatas, carrying in their 
hands the Aksamala and the kamandalu, should be seated in the temple 
of Brahma aint be meditating upon him.” It may, however, be pointed 
out that in the Aparajitapraccha, they are not represented as terrific 
but gambhira—calm and meditative—vide Pr. Laks. p. 76. 


It has already been pointed out that the temples exclusively 
dedicated to Brahma are very few; nevertheless there was a Brahma 
cult otherwise Varahamihira (cf. Pt. I chapt. IX Installation) would 
not have given an equal injunction to the installation of the image of 


Brahmi by only those who were well-versed in the Vedic lore. Dr. 


Banerea, however, remarks: ‘The analogous references by the same 


author to the Bhagvatas, the Pasupatas, the Magas, etc., being only 
entitled to install the images of Visnn, Siva and Surya, may suggest that 
these persons, ‘well versed in the Vedas’, were the exclusive worshippers 
of Brahma. But if there were such a sect at all, they did not enjoy 
any great importance. This hypothetsis is substantiated by the poi 
stories cnnnected with such Saiva icons as the Lingodbhavamurti; 
Brahma was cursed by Siva for telling a lie not to have any cult of his 
Own. Separate temples enshrining Brahma are very few and far bet- 


4 
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ween, and mention may be made here of carly medieval and later 
Brahma shrines found at Dudahi and Khajuraho (Madhya Bharat), 
Vasantgadh (Rajputana), Unkal (near Hubli, Dharwar district), and 
Khed Brahma (Mahi Kantha). The Dudahi temple was well built 
having many artistic carvings; the presence of a three-headed figure of 
the bearded Brahma with his swan mount on the centre of the 
sanctum doorway and the evidence of an inscription found there record- 
ing that the writer paid his adoration to Caturmukha (an appellation 
of Brahma) and his wife Savitri, led Cunningham to ascribe this shrine 
to Brahm with certainty (A. S. R. Vol. X, pp. 93-4 Pl. XXXI). A 
smallsquare temple of the god was noticed by the same scholar at 
Khajuraho which he thought to have been the oldest ofthe extant 
shrines at the place (ibid. Vol. XXI, p.57). The Vasantgadh 
(Rajputana) brick temple of the god is as old as the 7th century A. D., 
which faces east and has a standing llfe-size image of Brahma with 
three faces and a nimbus behind him; the figure is two-armed, the hands 
holding an akgamala and kamandala. The interest attaching to the 
temple of the god at Khed Brahma (Idar, Mahi Kantha) is great for 
it was still functioning in 1906-07, when it was visited by Henry 
Cousens. Cousens writes that ‘there is a community of Brahmins at the 
place who have been there for generations, who devote themselves 
exclusively to the worship of Brahma; they are Audicya Brahmanas 


j (Brahmanas of the north), are followers of the Sukla Yajurveda and are 
/ entrusted with the ritual worship of the shrine deity'—D. H. I. 
9. 513-14. 


Another example of Brahma's temple that is still functioning is at 
Puskara near Ajmer; the big temple there is linked up with the shrine of his 
consort Savitri on a hill about a mile distant from it. This sacred 
Tirtha is frequented by Hindus of different cult affiliations, and does 


its existence not necessarily mean the existence of some Brahma cult 
there in modern times? 


|| 
I 
I 
i 
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CHAPTER II 
VAISNAVA-PRATIMA-LAKSANA 


Visnu And Vaisnava Icons. Vaisnava-pratimalaksana is a sub- 
ject of many-sided treatment, religious, cultural, philosophical, 
artistic and literary all embedded into one to evolve out not only the 
grand Visnu Image, but also various Vaisnava icons. The subject is 
vast, the space is limited and the studies and researches on the theme 
have noend. T. Gopinath Rao in his monumental work Elements of 
Hindu Iconography’ has devoted a good space to treat Visnu-iconogra- 
phy and exhausted practically all the Pauranic and Agamic accounts of 
the great God, constituting and forming the most conspicuous member 
of the Hindu Trinity. Rao at one place had made a remark: *The 
materials for the description of the images of Visnu images are not so 
abundant as they are in the case of image of Siva. Besides unpubli- 
shed Vaikhanasigama, the Tantra-sara of Madhavacirya and few 
other minor works, no authorities are available in relation to the 
images of Visnu’. The remark of the learned and pioneer author as 
first pointed out by me in my thesis ‘A study of Bhoja’s Samarangana 
Sttradhara’.—Pt. VI.—‘Iconography’—needed modification and it was 
contended there that a large number of Paficaratra Samhitas, notably 
the Sátvata and Ahirbudhnya etc. are accredited to have done a fuller 
justice towards the exposition of Visnu images, both from the point of 
view of iconography as well as the religious and philosophical 
thoughts forming the background of the many-sided and diverse 
developments of Vaisnava images. Happily Dr. Bannerjea has taken 
up this lost thread and fulfilled the vacuum.in his equally monumen: 
tal and erudite work, the revised edition of the ‘Development of Hindu 
Iconography. ‘The present writer, therefore, is faced to feel some 
further vacuum © जी SEDED CR savants. me Rao and 
Bannerjea have already paved a pakka path. m 

As pointed out at the very outset; Vaigpavar pratimalaksa na 
subject of many-sided treatment. Accordingly here. 10 this di 
tion not only a coherent and connected picture of 
subject will be attempted to be painted but als 
cultural truths will also be expounded for 
all the principal items in an icopographical | 
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five principal deities forming the most prevalent religious practice of 
the Hindus-the Paficdyatana. As iconography is a related subject in 
which apart from its background the institution of worship, the ritual 
and the art of its practice (the enshrinement of the image etc. and 
the dedication of the temple etc.) also play an important part; an 
attempt, therefore, will be made not only to treat all this but also to 
present a classification of Visnu images in such a way as to present 
a more systematic and popular account to enable even a non-technical 
reader to appreciate and enjoy this most technical branch of our 


ancient lore. 


Now before we do so, let us glance at the shining firmanent from 
where Visnu was first seen by a mortal eye though inspired with 
immortal insight (the Rsis); thus presenting a brief history of the God 
who though first a solar diety, became the household god both of 
kings and beggars alike. Visnu Vasudeva or Narayal,a Vasudeva and 
Daridrandrayana —all were evolved on this very earth. Thus the 
history of Visnu, in a word, is the history of the advent of the high 
heaven on the mortal grounds. The solar origin of Visnu, the 
Narayana engulfment of Vasudeva and the manifold incarnations on 
earth all depict this truth in a nut-shell. 


Vedic: Visnu Vasudeva, a Vedic god and his Vedic accounts are 
well known. He is mentioned in all the Vedas. His poSition in the 
Vedas if not that of the supreme deity, was nevertheless on a footing . 
of equality with the other gods. He is, therefore, identified with the 
sun and is said to have measured the seven regions and to have 
covered the whole universe by means of three steps. These germs of 
the solar origin of Visnu as found in the Vedas are fully evident from 
the explanation offered to his ‘tripaida’—the three steps indicating the 
different position of the sun at rising, culmination and setting; and 
also the manifestation of the god being manifest in threefold form, 
as Agni on earth, Indra or Vayu in the atmosphere and Sürya in the 
sky. These three steps, later on, in the Puranas evolved out the dwarf 
incarnation, the Vamanavatara or Trivikramavatüra. “In the Satapa- 
tha, this trait of Visnu became fully explicit (cf. writers Pratimá 
Vijtíana p. 74). The special character of Visnu as Preserver god and 


deliverer of mankind was also outlined there as per the Satapath 
Brahmana’s account (16-1-1; cf Pr. Vijfi. p. 74). 


_ Visnuasa grand god enjoying abundantly and becoming the 
‘model god cf kings and householders is also not inconspicuous in the 


Revedic hymns—vide R. V. 1—54 quoted in Pr, Vijfina, p- 74. The &. 
Brah. includes Visnu among the eight or twelve sons of Aditi. Similarly 
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the Mahabharata too reckons Visnu among the Adityas, the last Aditya 
of the 12 ones surpassing all in greatness and glory. Visnu is also 
conceived as the Sacrifice and in this aspect he is worshipped under 
the name of Yajfíiaudrüyana. On this Dr. Banerjea observes (D.H I. 
p. 385) : —'His gradual rise to importance in the late Vedic period, 
however, was primarily due to his having been identified with 
Sacrifice'—cf. the later concept of Visnu as Yajfia-Narayana. 


There are clear cut references in the later Vedic literature which 
provide sufficient background as germs of the growth of later 
Vaisnavism, the cult which was not only a mere religious movement 
ofthe Eküntikadharma so splendidly propounded in the Bhagavad- 
gita itself, but also a grand philosophy and metaphysics revolving 
round Vasudeva, the Adhisvara Lord, all pervading Almighty. The 
*Paramam Padam’ propounded in the Rgvedic hymns referred above 
was expounded in the Upanisads like Mait (6.13). and Katha. (3-9) as 
Brahmapada which in its turn. turned into the Goloka, the Vaikuntha 
in the later religious literature, the Puranas etc. Thus out of the 
three major developments in the history of Visnu, Visnu as Vasudeva, 
Visnu as Narayana and Visnu as Vasudeva Krsna (cf. also writer’s 
P.V.ch.5), the evidence of VeJic literature provides sufficient material 
to reconstruct his Vasudevism itself. Weber had truly remarked, 
while establishing his hypothesis of Vedic Trinity of Agni, Vayu and 
Surya: “By the side of, Vayu, the wind stands his companion Indra, 
the lord of the light, clear heaven; and with him again Visnu the 
lord of the solar orb, stands in a fraternal relationship. This close 
relation of Visnu to Indra is far from being estimated by the author 
in its full significance Visnu owes to Indra his blue colour, his names 
Vasava and Vasudeva, and his relations to the human heroes, ag 
Arjuna, Rama and Krsna, which have become of great importance 


for his entire history.” 


Epic and Pauranic-Narayana Vasudeva : Now when e come to the 
post-vedic period of religious history of India, E. is, in the days of 
i Itihzsas and puranas the supremacy of Visnu was E established and 
| his place in the Hindu Trinity was fully recognised as the supreme 
E God. 

The references, which we get in the older historical document V 
great importance (tbat is the Mahabharata), are clear enough = 
Only to bring into the forefront the Bhagavata cult eonte ae A 
Narayana - Vasudeva, reaching its culmination in pw. P 3 
tem of philosophy, metaphysics and ritualism-vide Bhi. De Jm ns 
p.53-55; 3, p.335-346 and the Narayaniyopakhyana etc. etc. but also a _ 
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very important religious and cultural reaction which GR hitherto 
unexplored. It is a religious and ethical tendency akin to that of 
Buddhism which brings the whole development of Vaisnavism as a 
similar reaction to the Vedism especially ‘Brahmanism. This reac- 
tion as a revolt to Brahmanic Theology and complicated Ritual of 
sacrifices involving also killing, the hims& of animals (the Yajfiapasus) 
was first perceptible in the last treatises of the Vedic lore, the Aranyakas 
and Upanisads themselves where the quest of the reality, from the 
external gods propitiated and won through the agency of sacrifice, was 
shifted and promulgated into the internal Atman. So for this remained 
perfectly orthodox, nevertheless, it also provided another channel for 
the hetrodox religious systems like Buddhism and Jainism to raise a 
hue and cry against the old dogma in which their followers attained 
no small measure of success. This made a profound change in the 
life and beliefs of the time. Hence in order to keep up to the eternal 
promise of the great god Visnu—‘Dharmasamsthapanarthaya 
sambhavami yuge yuge—the great thinkers, the religious teachers and 
the wise custodians of the ancient culture reoriented the old religion 
in such a way as to bring it at par with the time-honoured basic 
foundations of these reactionary movements, that is, to do away with 
the hims& and prescribe a religious code of pious living and to adopt 
the leader as one of the incarnations of one of the most prominent gods 
of Hinduism—the great Visnu. To substantiate this hypothesis, the 
“references in the lore, though few and far between, nevertheless give a 
sufficient ground to hold on. The Mahabharata Narayaniyopakhyana 
refers to the Paficardtra system. Paficaritra is also. referred 35 
S&tvatadharma (Ait. Br.8.3.14) and it is supported by the Mahābhārata 
itself. The Šatapatha describes ‘Pañcarātra satra? with a very 
important characteristic of the absence of himsa in it. Further in 
the following passage of the Mahabharata— 


यस्तु नारायणो नाम देवदेवः सनातनः | 
तस्यांशो मातुषेष्व।सोद्दासुदेवः प्रतापवान्‌ |l 


‘the supremacy of Narayana which is hinted at later on, in its various 

"pages cf. the Narayaniyopakhyana brought him in the forefront as an 

Adhi$vara Lord as fully examined by such a well known scholar as 
iDr:Bhandarkara—vide his Vaisnavism etc.: “This shadows forth the 

" - “rising of Narayana to the dignity of the supreme soul, who pervades 
ie. 181] and in whom all things exist”. The whole thing does not end here- 
The identity of Narayana and Vasudeva was established beyond doubt; 
Es :a/special reference of notice is that there (that is in the Maha.) Narayana 
न “js said to be the son of Dharma and the Vamanapurana (6) makes him 


{ 
| 
| 
| 
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the son of Ahimsa as well. What a grand idea, Dharma's fatherhood 
and Ahimsa’s motherhood to produce such an extraordinary soa to pen 
down the ‘father of Ahimsa’ the Great Gautam Buddha in the sanctity 
of its philosophy and the popularity of its religion. 


This digression may be permitted in order to bring before the 
readers a new element of the rise and development of Vaisnavism otber- 
wise as already pointed out, enough has been said on this fascinating 


history of Vaisnavism in even such works as are treatises on 
Iconography. 


Thus God Visnu the most influential member of the later Brahma- 
nical triad, Brahmi, Visnu and Siva—the Creator, the Preserver and 
the Destroyer, as developed in the Puranic age as full Incarnation of 
Brahma, the Almighty, became the pivot of so many Vaisnava cults 
revolving round this triple personality as enunciated in the preceding 
paragraphs. This is also supported by a significant remark of 
Dr. Bannerjea ( D.H.I. p. 38): ‘But this Visnu (ie. of the Epic age and 
the Purünic age—writer) round whom one of the major Br&hmanical 
cults grew up, was really a result of the syncretism of the three god- 
concept—the man god Vasudeva-Krsna, the Vedic sun-god Visnu and 
the cosmic god Narayana of the Brahmana’s. 


Pancaratric : Now before we take up the iconographical descrip- 
tions, the topic in hand, afew words on the Paficardtric concepts of 
Visnu may not be out of place as they too have contributed in now ‘small 
measure towards the rise and development of Visnu iconography, the 
abundant representations in our sculptural heritage as scattered in all 
India. This is what Dr. Banerji also says: *Vüsudeva-Krsna, the Satvata 
parts of hero, was really at the root of the Bhakti cult that came to be 
designated as Vaisnava ata comparatively late stage in its growth, itz 
earlier names being Ekantika, Bhagavata, Paficaratra, Satvata ee. This 
Ksatriya chief with some of his relations, Sankarsana (his s 
brother), Pradyumna (his eldest son by Rukmini), Samba Gus e Fe 
Jambavati) and Aniruddha (Pradyumna's son) came to be Gene 1 
his followers and admirers. In that cult that grew around him, he de 
his relations were at first assigned the position oF the हाही E 
holy Pañca-viras of Vrsni clan (cf. the Mora Well iiM 
Vüyüpurüna passage already noted in Chapter III) but shor a o 
wards Samba was eliminated from this list of deified pe : d 
theologians of the cult, and the remainig four CV आ 
tain head, the three others being his successive emanatory 507 IF 

We iff f the one great god tara 
regarded as typifying the different aspects 0 Fs. take et. 
Vasudeva. The systematisers of the cult-tenets JIG z 
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time in transforming the Vira iconcept about the central deity and 
some of his relations into the Vytiha or emanation concept ; to this was 
added the Vibhava or ‘incarnation’ concept of the principal cult-god 
Vasudeva identified with Visuu and Narayana sometime before the 
beginning of the Christian era. According to the reoriented ideology 
of the cult, the one god Vasudeva-Visnu-Narayana could be conceived 
in his fivefold aspects or forms; these were ‘Para’—the highest, *Vyüha'* 
the emanatory, ‘Vibhava’ the incarnatory, ‘Antaryamin’ the inner 
controller of all beings and ‘Arcca’ the images ‘named as Vigrahas or 
the ‘very bodies’) of the god. It is with the last aspect of the god that 
the students of iconography are directly concerned ; this aspect really 
illustrates the first three, Para! ‘Vyiiha’ and ‘Vibhava’ forms of the 
the Lord. The fourth or ‘Antaryamin’ aspect does not fall within the 
purview of the iconagrapher for the god as such ‘resides in the heart of 
all and regulates their actions’: 


equ सर्वभूतानां हृद्दशे$्जुन तिष्ठति , amaa सब भूतानि यन्त्रारूढ।नि मायया || 
(गीता १८-६१) 
The further details may be seen in writer's "Pratima-Vijfiana pp. 75-77. 


Again something about the part played by the Paficaratrins in 
dissemination of the practice of image-worship in ancient and medieval 
India may also be said in the words of the learned Doctor: “The 
images worshipped by them were principally anthropomorphic, occa- 
sionally theriomorphic or therio-anthropomorpliic, and the Pàficaratrü 
theologians exulted in endowing their gód and many ofhis various 
aspects with human traits. They even went to the length of per- 
sonalising tbe weapons and emblems of the god of their choice 
and representing them in human form as Ayudhapurusas. There 
was some difference between them and their Saiva counterparts 
in this respect, for the Saiva devotees came to worship their god in his 
principal emblem, the Sivalinga, which was almost invariably 
enshrined in the main sanctum of theshrines of Siva from a very 
early time...... Ihe Paficardtrins or the Vaisnavas, on the other 
hand seldom (ifat all enshrined a mere emblem of their god in the 
main sanctum, the aniconic emblems like the Salagrümas being given 
a subsidiary position in the public shrines or worshipped in private 
chapels of the individual householders. The Nirada Paficaratra 
(Bharadvaja Samhita Parisista IIT, 57-8) tells us that ‘Hari is to be 
always worshiped in images ; but when these are wanting, then alone 
other objects are to be used for this purpose. Of these objects again, 
Salagrimas are the bsst, for Salagr&ma stone is the celential form of 


Haz. 
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Ne Banerji has cori orig these injunctions ofthe Süstras by 
the xc HDT this Vaisnava tradition—vide epigraphic and 
numismatic data ofthe archaeological evidence reproduced by him 
(ibid 395.) 

Pratima-laksana: Now coming to the Visnu images and their 
iconographical description or the pratima-laksanas, it may be pointed 
out that the present writer has systematised these images in as many 
as seven categories or classifications —vide Pratima laksa—nam— 
pp. 77-109; and accordingly we shall dwell upon them one by one. 
The seven classifications as proposed are :— 


l. Ordinary forms or the mürtis. 
2. Extraordinary forms or the mitis. 
3. Vaisnava Dhruva-beras. 

4. 

5. Emanatory—the twenty four mürtis. 
6. Partial incarnations. 

7. Ayudha-purusas etc. 


Incarnatory—DaSivataras. 


1. The ordinary Visnu images: The word ordinary does not 
mean insignificant. This title only signify the common iconographi- 
cal descriptions and the representations thereof as are found both 
in the texts and the moguments. We have seen as many as twelve 
textual descriptions of Brahma. Similarly Silpasüstra manuals, while 
describing Visnu in general give a general description as was stereo- 
typed in the Puranic lore. From this point of view there are seven 
descriptions as sorted out and quoted in the Pratima-laksanam 
pp: 77-79. Accordingly in the Brhatsamhit# (one ofthe most ancient 
texts on Iconography) the description of Visnu image is of general 


nature, which refers mainly to the number of hands of the god, (8, 4 or 2) 


to the marks and ornaments (like Srivatsa, Kaustubhamani etc.) on his 


body, his colour (like that of atasi flower) as well as the colour of his 
dress (the pitambara), the weapons and attributes held by hands 
These weapons and attributes are to vary in accordance with the 
number of hands i.e. when eight-armed his right hands should show a 
sword, a mace, an arrow and abhaya mudra, while his left ones should 
hold a bow, a shield, a wheel and a conch shell ; if he is four-armed, 
his right hands should have an assurance pose and a mace, teii 
hands holding a conch shell and a wheel ; in a two-armed Visnu, the 
right hand should be in the abhaya pose, the left one holding a conch 
shell. 


Catur-bahu Visnu of the B. S. is represented i Meo 
extant four-armed Visnu in the Relief No. 9010 cole : E 
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Late Pandita Radha Krishna of Mathura and the Udaigiri cave (facade 
of Chandragupta I1);—the two-ar med Visnu is represented in colossal 
standing image found at the Rupavas (Fatehpur Sikri). The eight- 
armed Visnu figure from Conjeevaram, reproduced by H. Krishna 
&astri in his South Indian Gods and Godesses (p. 17 Fig. 11), as well 
as the Badami figure just mentioned i.e. Stone—an eight-armed 
Sthinaka Visnu, show that the emblems in the eight hands fairly 
correspond to those enjoined by the Brhatsamhita, 


The Visnudharmottara description of Visnu though similar to a 
great extent, puts forward some innovations. It is not a Sthünaka 
mütri. Itis Asana, i. e. sitting on the mount of Garuda. It further 
bestows four faces to him which is unusual—these being ‘saumenduva- 
dana’ (east), ‘Narasimha’ (South), Kapila (west), Varaha (North)— 
other attributes are common. Sri B. C. Bhattacharya had indentified 
a Visnu image of this description at Banaras (Cf. I. I.) 


The Samarüngana-Sütradhüra seems to follow the Visnudharmottara, 
but it too adds an innovation by hinting at some of the incarnatory 
forms. In the accounts of the image of Visnu as given in the Sama- 
18ngana-Sütradhüra, as regards the form and colour, he should be rep- 
resented as Waidirya-sankaga i.e. having the colour of the 
Vaidürya-mani and wearing yellow garments (pitimbara). The 
epithet Sriyavrta may be interpreted either ‘as having a hallow of 
lustre or having his wife Sri by his side. He may be scluptured as 
having two hands, or four hands or eight hands. Sankha, Chakra and 
Gadā should be shown in his hands. As regards his other manifesta- 
tions and the incarnations, the author of the Samarangana-Sutradhara 
mentions only Var&ha, Vimana, Narasimha, DiSarathi (the son of 
DaSaratha) Raina and the powerful Para$urüma (the son of Jamadagni). 
Special guidance given by the text is that the figure should be full of 
lustre and it should glow with splendour, characteristic of this God. 
This account, though very meagre in comparison with o'hers given 
elswhere, is nevertheless suggestive of all the principal elements of a 
Visnu image. 

The AmSumadbhedagama and Suprabhedügama (vide quotations 


in Pr. Laks. p. 78), the southern texts emphasise the company cf Sri or 
Sri and Bhümi both. 


The Minasdra, a standard manual of the Silpasastra belonging to 
the south elaborating the iconometrical and decorative elements, echoes 
the same thing, the company of & and Bhümi. The Silparatna’s 
description 15 also remarkable in regard to the concept of Visnu a 
Surya-Ngrayana—other attributes more or less are common, | 
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This general form of Visnu as described in the typical quotations 
gatbered together from the various sources (in the Pr. Laks. not being 
characteristic of any special varieties, incarnatory or emanatory or 
what are called the Vaisnava dhruvaberas etc , may not be illustrated 
from their representations in sculpture as they are too numerous to be 
managed here. Dr. Binerjea, who has sp cialised the iconography as 
presented by Brhitsamhitz, however, takes its description of Visnu to 
be representative of a Sthanaka miirti—vide his observation—‘I myself 
have described a number of two, four, and eight armed sthanaka-mürtis 
of Visnu found in various parts of Northern and Eastern India and 
belonging to different periods (from the early centuries of the Christian 
era to the medieval times), which conform partially to the description 
given in the Brhatsamhita (already quoted) and othe later texts'—which 
in my opinion, is partially true. 


II. Extraordinary forms of Visnu: Among the extraordinary forms 
that are grouped together under the Asadi.arana-mürts in the Pr. Laks. 
pp. 79-86 the followings may be taken as more representative: 


1. Anantasayi or Jalasüyi Niravana. 2. Narayana Vasudeva 
or Daivika Vasudeva 3. Manusa Vasudeva. 4. Trailokyamohana. 
5. Vi$varüpa. 6. Vaikuntha. 7. Ananta. 8. YogeSvara and 
9. Laksminàrayana 2 

Anantasayi or Jalasayi — Though treated by Rao as one of the 
minor forms, but it is an extraordinary form of the Lord betokening 
some of the traits of his (Para aspect) so well elaborated in the P. Da- 
rütra system. Accordingly this form must be treated as fitingly as it 
deserves. The four texts describing this form as quoted in Pr. Laks. 
p. 79-80 are Palm ipurana, Visuudnarmottara, Aparajitaprac ha and 
Rüpamandana. The V. D describes: Vajra said: D:scribe to me 
the form of Padmarabha, the lord of the woilds, wherein Brabus the 
god of gods, was born from the lotusface. Ma kand ya दि 9 
8८84, looking like a snake; with a head to be seen wich difficulty 
on! account of valuable gems and a number of hoods, should be 
represented lying in water. Therec n the god of gods should be 
shown asleep with four heads. Ou! lord os the earth) one of his 
legs should be placed on the lap of Laksmi. The other should be 
placed on the flank of the 9 2०. One of his hands should be extended 
over the knee. Another hand should be placed on the navel and a 
third should be under the head of the god. And the remaining one 
should be holding a sprout of the Santana ‘tree’. Qh descendent af 
Yadu, on the lotus containing the entire earth (and) sprung from bis 
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navel-pool in front of the goddess (Laksmi), Brahma a be shown. 
Clinging to the Lotus-stalks should be Madhu and aifabha. Then 
near the snake there should be weapons in human shape (i. e. Ayudha- 
purusas— pe: sonified weapons). Oh leader of the Yidava chiefs thus 
has been described to you the image of that great God’—Kramrisch’s 
Translation. i 
The description of the Padma is practically the same with the 
emphasis that while Pitimaha isto be shown seated on the nabhi- 
kamala, Madhu and Kaitabha, the two demons are also shown as nala- 
lagna. The Aparajitapracchi on the other hand adds some very 
significant attributes supporting the thesis of the writer as pointed out 
above. They are the representations of seven Kumbhas full of nectar ; 
nine Nagakulas ; Garuda with folded hands ; seven Lokas forming the 
Parikara; Dagivatiras and accessories of the Lord—KeSava, Trivikrama 
Dimodara and Adhoksaja. Rüpamandana has one further attribute— 
the presence of Bhümi also along with Sri near the head, while other 
descriptions mention only Śri who.should be shown near the feet. 
Thus as per the description of the Apaiüjita-praccha, this is 
really a grand image and must be fittingly classed as an extraordi- 
nary form rather than a minor one of Visnu. Brindavana has got 
the first distinction to have realised the important character of this 
form and I am reproducing his observations here, “It isa composite 
image. In it, Visnu is sleeping on the coils of the snake Ananta or Sesa 
whose seven-hooded heads form a canopy over him. According to 
Miirti-Laksana (cf. Hemadri's Vratakhanda p. 122,) he should be 
attended by Laksmi at whose lap should be one of his legs. One of 
his hands must resi on his left thigh, another should support his head. 
On the lotus springing from his navel will be seated Pitamaha. 
Attached to the lotus-stalk, should be two demons, Madhu and 
Kaitabha. The discus, club, conch etc. should be placed beside him.. 
The figure like others admit of three explanations. One refers to the 
"Adhy&tmika'or metaphysical, another to Adhibhautika or physical, 
and the other to Adhidaivika or mythological worlds. According to 
the first, the Ananta-Sayyi group represents the creation, Ananta Or 
Sesa being Primary Nature, (Ananta, Vyoma, Visnupada and Akasa 
are all synonymous cf. Amarako$a» Visnu being intelligence and 
Brahmi standing for Purusa or Jiva. In the language of the Sankhy 
philosophy, Ananta is Prakrti, Visnu is Mahattattva and Brahma is 
Ahamkára. At first there was eternal Space full of darkness (Tamo- 
maya) from which sprang up intelligence or light (Cinmaya) whence 
‘was born the world including man. Physically the creation may be 
explained as the gradual evolution, from Proto-atomic Matter, of the 
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Sun, which has in its turn created the Solar system. Now this 
Proto-atomic Matter is represented by Ananta, the Sun by Visnu and 
the world by the padma including Brahma. i 


Mythologically, Narayana (cf. Manusmrti) residing in water is said 
to have slept on the serpent Ananta in the Primordialtime. From his 
navel came forth a large lotus, the earth with its seven 
islands, forests and seas. In the midst of its petals was born Brahma 
(cf. Varfha, Vümana and Matsya Puranas). The meaning and 
purpose of his emblems are clearly given in Varaha-purdna. The 
conch was meant for the destruction of Avidyf or illusive knowledge, 
the sword was for killing of ignorance The discus was the symbol 
of the circle of Time. The club was for the destruction of an impious 
king. It is also stated in the Puranas that just after creation, 
Brahma was threatened by an attack of two demens, Madhu and 
Kaitabha but was rescued by Visnu who destroyed them and thus 
received the name of Madhustidana” Visnu's conception as Saviour 
of the world and Destroyor of the Evil is well known It may be noted 
here that Mahabharata also suggests that all the creation proceeds 
from Visnu in meditation lying over the Sesa. 


As regards its illustration, the panel from the south facaede of a 
temple at Deogarha, Jahnsi district, shows the Anantasayi Visnu with 
practically ail the details of the pratima-laksana elaborated above. 
A terracotta representation found in Bhitargaon (Kanpur, U. P.) 
brick temple of c. 5th century AD. also fully depicts the illustration. 
A statue of the same figure of colossal size being 12 ft. long has been 
described in Cunningham’s Arch Sur. Rep VolX.p. 52. It may be 
noted that in the South this type of Visnu image is known there under 
ganatha (cf. Srirangam temple); and 
s Vaisnava temples, is very common, 


such names as Rangasvaimi, Ran 
the principal figure in many of it 
while in the north and the east it is rarely found. 


Vasudeva. Vasudeva a special variety of Visnu left out by Rao 
(as he takes him to be Visudeva-Krsia as is evident from his observa- 
tions ahead and taken up by Dr. Banerji in conformity with the 
tenets of Paficaratra doctrine of Vyūha), is reckoned here as represent- 
ing the As&dh&rana-mü tti. It has two aspects Divine and Human. 


To my mind, the grandest, the sublimest and the most fascinating 
figure, fittest for sculpture and painting both, is this variety of Krsna 
and Visnu both, the Narayana-Va.udeva and Krsna-Vasudeva. The 
hi is already quoted which 


rm of Visnu whose ong 
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form, the human form, is known as Vasudeva. Etymologicaly he is 
Krsna, the full incarnation of Visnu in Dvapira. ‘As king and 
statesman, as warrior and hero, as fi iend and supporter, as guide and 
philosopher, and as teacher and religious reformer— particularly as 
the expounder of all comprehensively monotheistic religion of love 
and devoion to God conceived as Vasudeva his achievements have 
been so great and glcrious that among the incarnations of Visnu, 
none receives more cordial or more widespread worship than Krsna, 
(&.H I. p.200). All the characteristics of grand Vaisnava image are 
the characteristics of Vasudeva. Vasudeva image is in a way the 
consummation of the metaphysical development of all powerful 
Visnu into supreme Brahma. Purünas like Ktrma (ch.48) and 
Visnu (Amsa.I 00.2) have hinted at this metaphysical implication. 
‘The emblen held by the figure of Vasudeva are symbolic of his 
transcendental nature. The discus represents the eternal circle of 
time, the circular paths of the p'anets, the cycle of existence, anything 
that has a circular existence. The conch is the symbol of sound 
(पावनध्वान ) which is attribute of Akasa, the abode of Visnu. The 
lotus is the type of his created power. The club is symbolic of the 
power to destroy the enemies of world. in sculpture, he is represented 
as the supreme God to whom all other deitie , including Brahm and 
[$a are only subordinates. His image is attractively beautiful, 
majestic and placid” (i-I.p.11). = 
Reference has already been made of the P»ficaratra tenets as 
examined by Dr Banerjea cf. the Doctrine of five-fold aspects or forms 
of Va-udeva-Visnu-Na. dyana and I am taking liberty to quote them: 
‘Para’ stands for the highest aspect of the god, the supreme cause 
and the final resting place of everything. His divine will (icch&) is 
proj cted towards his consort Sri Laksmi, who in her dual aspects of 
‘matter’ and ‘action’ (bhiiti and kuyā) receives it and due to the 
close combination of these three powers (Icchasakti, BhutiSakti and 
the Kriya8 'kti) six ideal Gunas (attributes) are brought into being. 
They are Jnana (‘knowledge’), Ai$varya (*Lordship?), Sakti (“ability 
p tency), Bala (‘strength’). Vi ya (‘virility’) and Tejas (‘splendour’) 
“The totality of all the six Guns along with the three pairs resorts 
to and makes up the subtle bodies of Vasudeva, Sankarsena 
Pradyumna and Aniruddha, which are called the four Vyühas (the 
Caturvythas or the Caturmürtis). But the P ficaratrins speak of a 
chain of emanations,—Sankars na the possessor of jfíàna and Bala, 
emanating from Vasudeva in whom all the six Gunas are manifest; 
. Fradyumna having Ai$varya and Virya from Sañkarşaņa, and 
Anirudha with Sakti and Tejas from Pradyumna. The concept of 
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the Caturvyühas seems have been first formulated in the second 
century B.G for Pat. fijali seems to refer to iv’. 


Jt is in accordai.ce with this fundamental background, that the ico- 
nograophical descriptions as given in the texts (vide Pr. Laks p 80-84) 
embody all these traits as well as the varicties of emanauons. which 
later on were developed by Paficaratrins into manifold incarnatory 
forms (cf. Doctrine of Vibhava) of Visnu to be examined ahead. 


Among the six texts describing this image (ibid) the descriptions 
as found in Visnudharmottara may be taken as typical and it may be | 
used here. *He has one face, four arms and is of placid form, good to 
look at. He is adorned with all suitable) ornaments, of the colour of 
water-laden cloud, shining with a neck with auspicious lines like conch 
furnished with the best of kundalas (ear-ornaments), provided with a 
good covering. He wears armlets, has fastened bracelets round the 
armlets and is decorated by the Vanan.ia, supports on the bosom the 
kaustubha jewel and on the head thc kiita’. Other details are: the 
lotus over the head with charming pericarps; earth in the form of a 
woman shown between the legs, her gaze at the god and the god’s 
look at her are characteristics of their relationship ; yajfiopavita, 
Sarikha, cakra (lambodara as ayudhapuru$a) carrying camara in hands, 
gadü (tanumadhy& sulocar.a woman) also carrying camara etc., etc 


^ 


As regards Sankarsana, the text says that he should have the 
a white body and a blue dress. In 


appearance of Vasudeva but wit : 
the plough should be shown in 


place of gac, the pestle, of cakra, 
ay udhapurusa-forms. 
Gsudeva but he is 


Pradyumna too should have the appearance of V 
In place of wheel 


green like dlirva-sprout and wears a white garment. 
bow in that of club the arrow along with the plough and spear—all 
personified. 


Now Aniruddha should be sculptured with a body of the colour of 
the lotus-petal and wearing a red cloth. In place of wheel should E 
carma of course personified —and gacg should be replaced here by 


sword, dhvaj& and pa‘aka are also to be shown. ad 


Las: Si nba should also fina a place in Js Ee : 
icon. He weilds g dà clad in red clothes and shining in the justre © 


a lotus. 


this grand Vaisn.va 


The descriptions as fcund in the Agri (Pr. Laks. p- 80) urs 

to this, except that it does not elaborate the EE nd or Pe 

San Para Vasudeva might according to the Agnipura 
ankarsana etc. pé 


EN 
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be also sculptured as a standing image. In this case there should be 
on either side the goddesses Sri and Pusti, carrying respectively a 
padma and a vini. The figures of these goddesses should not reach 
a higher level than the hip.of Vasudeva. in the prabhamandala, 
ornamented with thc figures of elephants and other animals, two flying 
figures representing two vidyadharas, carrying each a flower-garland, 
should be sculptured. The pitha on which Vasudeva and Devis should 
stand be made to have brilliance of gold. V. A. Smith (see fig. 150 p. 
207) has illustrated this form. 


The Vaikhanas&gama lays down (Pr. Laks. p. 81) that the image 
of Daivika Vasudeva should be seated on a simhüsana with Sridevi 
and Bhümidevi on thc right and the left and it should have four arms 
with usual atributes. On the right and left there should be images 
of the gods like Brahma etc In addition to them there should be by the 
side of Balarama, th: standing image of his consort Revatidevi, on the 
left of Aniruddha, his consort Usa, on the side of Pradyumna his 
consort Rohini, and on the side of Samba his consort Indukaii. 


The Aparajita-praccha’s description of the grand Visnu image is 
a bit uncommon. It allocates the manifold emanatory forms to the 
respective yugas— Vasudeva belonging to the Krta, Krsna (perhaps 
Sankarsna ) to Treta, Pradyumna to Dvapara and Aniruddha tc 
Kali—and varnas Brahmana etc. respectively: Its further innovations 
are to be noted in regard to the allotments of the usual Vaisnava 
"weapons (cf. Pr. Laks. p. 82-83) and of the colours, white like pure 
crystal, red, yellow, and blue like atasi flower to Vasudeva, Sankar- 
Sana, Pradyumna and Aniruddha respectively. It further enumerates 
so many names of Vitsudevz-family, KeSava, Narayana, Madhava, 
Trivikrama, Vimana, Sridhara, Hrsikesa, Padmanübha Damodara 


perhaps to be shown as accessories. It then lays down the ‘trikas, of 


all these four primary forms and in the end enumerates the twelve 
mürtis emanating from Vasudeva—vide ibid p. 83 under (X) with 
the definite allocations of their respective weapons. All this seems to 
be confused visualisation of the complicated Paficarütra concept of 
manifold Vyühas and sub-Vyühas. The author has already remarked 
that this text was very much influenced by the medieval theologians, 
the Paficaratrins and Agamavadins. Needless now to further elaborate 
the descriptions of S.lparatna and Rüpamandana. 


Manusa Vasudeva.—Now as regards Manusa Vasudeva, it may be 
briefly noted as per the description of Vaikhanas&gama (Pr. Laks. p.84) 
that this image should be in accordance to the madhyamadaéatala 
measure of 120 angulas, only with two hands with Sankha and 


CC-0. Gurukul Kangri Collection, Haridwar 


| 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


VAISNAVA-PRATIMALAKSANA 203 


cakra; Rukmini and Balarama with his plough and musala on the 
right ; Pradyumna with the sword and katyavalambita pose on the 
right of Bala and further right Caturanana Brahma; on the left 
Aniruddha with sword and shield and on his right Samba with stick 
and abhaya pose and further left gada—all should be shown standing. 


'Thus all these descriptions convey to us the grandeur of a superla- 
tive order and should we therefore not reckon this figure as extra- 
ordinary form of Visnu, divine in essence, human in lila, baving great 
gods like Brahma and 169, Bhüdevi etc. as attendants, wearing a high 
metre called kirita and a long garland called Vanamala reaching down 
his knees? 


As regards the illustrations they are numerous and may be seen in 
all the museums of Northern India—Mathura, Nagpur, Calcutta, 
Rajsahi, Rangapur. The finest specimens as pointed out by Sri 
Brindüvana are at Banaras, Gorakhpur and Nagpur. A seated image 
of Vasudeva may be seen at Garhwa. This typ: is undoubtedly rate. 


Of the other extraordinary forms of Visnu, the details may be 
purviewed in the writers Pratimalaksana; only a brief notice can be 
made here for the want of space. 


Trailokyamohana.—According to the Aparitjita-praccha (and also 
Riipamandana which is verbatim a copy of the former,), this image 
of Visnu is almost similar to that of Vaikuntha described ahead, it 
should also have four faces and be made to ride on the back of 
Garuda. But the number of hands are to be sixteen; in six of the 
right hands are to be placed respectively the gada, the cakra, the 
ankusa, the bana, Sakti and the cakra; the seventh right hand is to be in 
even of the left hand should be placed similarly 
ihe dhanus, the Sankha, the padma, the 
the remaining right hand and left 


the varada pose; in s 
the mudgara, the pasa, 


kamandalu and the riga (a horn); : र 
hand are to be held in the yoga-mudra pose. The faces should be in 


order those of a man, of Narasimha, of Varaha and of Kapila. 


According to the Bhagavata, this is also an incarnatory 
form of Visnu. ‘The image of Visvarüpa should have twenty arms; 
one right hand and the corresponding left hand should be held out- 
stretched as patakahasta; another of the right hands and its correspon- 
ding left one should be in the yoga-mudra pose. In seven of the 
remaining right hands should be held respectively d hala, e Sankha, 
the vajra, the ankuSa, the bana, the cakra, and a lime fruit, and the 
tenth right hand should be in the varada pose. In the left hands 


Visyarupa: 
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should be held the danda, the pasa, the gada, the khadga, the padma, 
the 87४५०, the musala and the aksimala.” It may be pointed out 
here that the A. P. does not bestow four faces as the R M. enjoins, 
on which Dr Baneijea's observation of its partial illustration in a relief 
depicting Vi$vaiüpa in the collection of V R S. Mus um (no. 14.2) Raj- 
sahi, may be improved upon illustrating fully the A.P.’s. prescription. 
This twenty-armed deity wich various emblems is the Vi$varüpa aspect 
of Krsna, so beautifully describe ! in the llth canto of the Bhagavadyita. 


Vaikuntha.—'Vaikuntha or Vaikunthanatha should have four 
faces and eight hands, and be seated upon the mythical kite Garuda. 
In the right hands, the gadā, the khadga, the Bana and the cakra 
should be held, and in the left hands th. §.nkha, the khetaka, the 
dhanus and the padma. Of the four faces, the front one facing the 
east should be that of a man, the one to the south shou'd be that of 
Narasimha, the one to the west that ofa woman, and the f ce to the 
north should be that of Varaha’—Rao, “The Visnudharmottra (Bk. 
III, Ch. 85) call. this composite icon in which four or rather thiee 
other aspects of the god are rolled into one as Vaikuntha. In another 
context (Bk. IIT, ch. 47, 2-17) the same text explains the real nature 
of and the esoterism underlying it in a very interesting manner; the 
four faces of the god of gods are regarded to typify bala, jf ma, ai$varya 
and akti associated with Vasudeva, Sankarsana, Pradyumna and 
Aniruddha, the esoteric significance of the attributes, ornaments, 
garments etc. is laid down and lastly, it is observed that ‘with such a 
body, the God, the greatest in the universe, sustains the whole world’, 
The texts also allocate the four faces in this way; the front or the 
eastern (human) face is that oi Vasudeva, the right or the southern 
face (lion) is that of Samkarsana, the left or the northern one (boar) is 


that of Pradyumna, and the back or the western one (k&pila oF 


raudra—the terrific) that of Ani uddha, The lion and the boar faces 


are thus primarily associated with the Paficai&tra Vyühas and not 
with the Nrsimha and Varaha incarnations, though the latter might 
have helped to some extent the formation of this concept. It is curious 
that Sankarsana in whom jñāna is particularly manifest and who 
according to the Maha ’hirata was the expounder of the Satvata 
Vidhi (VI. 66 40.—Satvatam vidhima.thaya gian Sankarsanena N 
should have a lion face, and Pradyumna, in whom aiévarva is the 
predominant guna, a boar face. Aniruddha’s association with frightful 
demoniacal face on the back of Visnu Caturmūrti may be explained 
by the fact that his attendants Amoda and Pramoda, carrying Saktis 


partake of the nature of Dhanada (Kubera, the lord of the Yaksas) and 
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Siva. Aniruddha is also regarded in some Pañcarītra texts to represent 
Ahankara (SankaraSana and Pradyumna, in this context, stand for 
Jiva and Manas respectively), and that may also explain his connection 
with the uncouth Yaksa-like face on the back"—Banerj:a. The re- 
presentation of Vaikuntha in Badami stone is a good illustration. 


Ananta.—‘Ananta has several forms and is conceived to be 
endowed with almost all the divine powers (saktis). The image of this 
deity should have twelve hands and four faces, and should be seated 
upon Garuda. One of thz right hands should be in the varada pose, 
and the remaining five should carry the gadi, the khadga, the cakra, 
the left hands should be held sankha, the 


the vajra aud the ankusa; in 
The image 


khetaka, the dhanus, the padma, the danda and the pasa. 
ed as the Infinite Being should not be confounded with 


of Visnu conceiv 
Visnu images. This 


the serpent Ananta forming an accessory to certain 
is the description of Ananta as given in the Rüpamandana, as utilised 
by Rao. The Aparájita-pracchi (from which the Rüpamandana has 
taken verbatim) however enjoins that these four faces should be of 


mau, man-lion, $rimukha, and boar. 

Yogesvara.—This form as described, in the digests like Siddhanta- 
siravali is rarely represented in sculpture. The Dhruvaberas of 
Asana Visnu however are fairly represented. It 
rana-mürti and Bhagavadgita 
here that a Yogasthanaka- 


Yogasthünaka or Yog 
is nevertheless reckoned by me as Asadha 
echoes its conception. It may be remarked 
the 12th century A. D. stone image of Visnu hailing from 
Bengal, (now exhibit no. 2592 in the Indian 


Banerjea (D.H.I. p- 403) illustrates a good 


murti, 
Sarisadaha, 24 Parganas, 
Museum) as given by Dr. 


many traits of Yogesvara_Visnu. 
Laksminarayana.—“According to Visvakarma-praküsa, as the 


name indicates Laksmi-Narüyana is Visnu as Narayana in the com- 
pany of the goddess Laksmí. The goddoss is generally on the left of the 
god. The right hand of the goddess should be thrown round the neck 
of Narayana, whose left hand in turn should be made to embrace the 
goddess round her waist. In her left hand Laksmi should hold a lotus. 
The naturally beautiful and youthful figure of Siddhi, decorated with 
should stand near Laksmi and Narayana with a caress in 
her hand. Below and slightly to the right should be the image of 
Garuda. The Ayudha-purusas representing the Sankha a cakra 
should also be made to stand by the side of NES Jn front there 
should be seated two upasakas or worshippers consisting of Brahma and 
Siva with their hands in the required anjali pose- The former of these 
divine worshippers of Visnu should wear a broad b 


ornaments; 


elt round the waist, 
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and the latter should wear the yoga-patta and carry a skull Such s 
the Laksmi-Narayana group of images as described in Sanskrit autho- 
rities.” Rao has given a beautiful illustration in a piece of scuplture 
found in the Kappe-Chenigaraya's temple at Belur. 


HI. Dhruva Beras 


Dhruva Beras of Visnu are the third categories of Visnu images 
very abundantly found in the South. Rao has worked out from the 
Agamic sources—the Vaikhanasagama—-all these images with their 
principal 12 typesin his pioneering and monumental work Hindu 
Iconography Vol. I. Pt. I Dr. Banerjea, however, treated these images 
from quite a different angle. Itis from the ideology of Paficaratrins 
that he has critically examined the Vaikhanasagama account of the 
Dhruva Beras of Visnu. This fundamental angle may be put in his 
own words:.......“the Visnuite images have to be divided into three 
groups of Para, Vyuüha and Vibhava, the Dhruva Beras described in 
Vaikhanasiigama, an early Paficarütra text most probably symbolising 
in a way the first group.” The Vibhava groups fall under Incarna- 
tions, the Vytihas represent Vasudeva along with the chain of emana- 
tions first 4, later 24 cf. the CaturvimSati mürtis. Thus the three 
principal types of Visnu images Dhruva Beras, DaSivatiras and extra- 
ordinary ones illustrate respectively these three aspects—Fara (highest), 
Vibhava (incarnatory) and Vyüha (emanatory). 


The principal varieties of Dhruva Beras as we have seen (cf. Pt. I 
chapt. 2) are twelve and they are Sthünaka, Asana, Sayana, subdivided 
into Yoga, Bhoga, Vica and Abhicarika, making up twelve and are 


intended to be worshipped by devotees with different desires and 
objects in view, 


It may be remarked here that some of the Visuu-temples in the 
South have central shrines built in three. storeyes. The Vaikuntha- 
pperumal temple at Conjeevaram, the Kudal-alagar temple at Madura, 
the temple at Tirukkottiyür and the temple at Mannarkoyil in the 
Tinnevelly district are examples. In the three-storyed central shrine 
of such temples each storey is occupied by an image of Visnu, the 


standing, sitting and reclining images being placed in the lowermost, 
middle and uppermost storeys in order. 


It may further be pointed out what Bannerjea says ‘Vaikinasagama 
mode of grouping the main image of Visnu as standing, seated, and 
reclining would very well be applicable to all such images, for most of 
them are shown in one or other of these Poses. The other basis of 
classification into Yoga, Bhoga, Vira and Abhicirika groups, however 1 
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is only occasionally followed in the north and even in the south of 
India, Even when Visnu is depicted seated in Yogasana with his 
‘natural’ (front) hands in the Dhyiinmudra, he is lavishly decorated 
with ornaments, and sometimes accompanied by both or one of his 
consorts (Sri and Putsi or Sarasvati according to the north Indian 
convention, or Sri and Bhü according to the south Indian custom) indi- 
cating that such images fall under both the classes, yoga and bhoga. 
Rao himself could not illustrate the vira and abhicarika varieties from 
south India. A plausible explanation of the paucity or complete 
absence of the last two varieties can be suggested. As the second of 
them was certainly of an  inauspicious character, such a one 
was most probably not preserved after worship. Rao says: The 
übhicirika form which is worshipped for the purpose of inflicting defeat 
and death on enemies is looked upon as inauspicious and is unfit to be 
set up for worship in temples built in towns and villages (op. cit. Vol. 
I, pp. 20-1). These were set up and worshipped in forests, mountains, 
marshy tracts, fortresses and other such places (vanagirijaladurge 
rüstrünte Satrudinmukhe). One Abhicürika sthanakamirti was recog- 
nised by me in the black chlorite Visnu figure of the early medieval 
period originally found in Chaitanpur (Burdwan district) Bengal and 
now in the collection of the Indian museum, Calcutta. The Bhoga 
varieties are the most numerous ones, and the reason for this is obvious; 
the acquisition of wealth and prosperity is the desire of the majority 
of such worshippers. Rao observes; “The bhoga form is the form 
best fitted to have the temple thereof constructed within towns and. 
villages as it is conceived to be the giver of all happiness to its worship- 
pers and has therefore to be worshipped and prayed to by all sorts of 
men and women belonging to all conditions of life (Ibid Vol. I, a 
duction, p, 20). Vira varieties of Visnuite icons have not been ound 
by me during my close study of the principal types of numerous VIRES 
images in the different museums of India, as well as early and medieval 
temple reliefs in north and south India"—D. H. I. 398-99. 

In accordance to the iconographical measurements, however, these 
can be developed into as many as thirty six varieties of images: — First, 
the different Dhruva (according to Rao ‘immovable’ or permanently 
enshrined) types of images are divided into four broad Van ee 
bhoga, vira and abhicarika by name on the basis of particular results 


to be attained by the devotee after worshipping them; then, each of 


A €. * , 
these groups is subdivided into three classes according to the ae 
in which such images are shown—sthanaka (standing), -— (seate > 
. roups 
and Sayana (recumbent); lastly everyone of these यि 
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divided into three classes as uttama, madhyama and adhama, according 
to the number of azcessory figures that cluster round the central deity. 


With this introduction to the Dàruve Beras of Visau now let us 
take them one by one. The details may be avoided here as Rao has 
already exhausted them. It may, however, be pointed out at the very 
outset that but for the Vaikhanasdgama, quoted in Pr. Laks, pp 
86-89, no other text on iconography describes these the so called 
Vaisnava Dhruva Beras, a distinct class by itself. It therefore shows 
some regional bias which has given not only this distinctiveness to 
Visnu image but also was instrumental in the rise of a distinct temple 
architecture (notably the superstructure housing all the three princi- 
pal varieties of Dhruva Beras in its three storeys) characteristic of 
that region (cf. the South Indian Visnu temples). As regards their 
origin and development, they may be viewed as a later manifestation 
of the early medieval period. The incarnatory images of Visnu were 
conceived much earlier than these Dhruva Beras and Dr. Banerjea 
also supports this contention: “The difference between the two lies 
in the fact that we have some evidence regarding the existence of the 
former in the later Vedic texts, whereas there is none about the exis- 
tence of the later in them" D.H.I.p. 383. 


Again these watertight descriptions in the Vaikhanasagama are 
not fully or even partially corroborated in the monuments. Accordingly 
Dr. Banerjea's significant observation (cf. below in the introduction 
of these images) may be remembered. 


Resuming the lost treat, we may now procced on with the indivi- 
dual forms as per the descriptions following. 


(a) Standing attitude: (1) Yogasthanaka: of dark colour, 
has four arms, back right with cakra, front one in abhaya or varada 
pose; back left holding Sankha and the front one katyavalambita- 

- hasta. Accessories:-Bhrgu and Markandeya or Bhüdevi and Markan: 
deya kneeling on the right and left respectively. The figures of 
and Brahma with their emblems and attributes to be shown on the walls 


_ of the central shrine. Its uttama, madhyama and adhama varieties 


sult, as pointed out before, in the presence or the absence of the 


evi and on the left dark-colour Bhudevi 


1 
| 
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shown above the central figures of Visnu are Maya, Samhladini, 
Kümini and Vyajini; divine musicians—Tumburu and Narada; 
Kinnara-Yaksa-Vidyddhara pairs; Rsis— Sanaka and Sanatkumara 
and the luminaries the Sun and Moon. Sculptures of Siva and Brahma 
cn the shrine wall figure as in Yoga. Its Madhyama variety results | 
in the absence of the Yaksas etc. and adhama in the absence of rsis and 

luminaries also. Its illustations are at Tiruvottiyür and Tadpatri 

stones end Madras Museum bronze. 


(3) Virasthanaka : carries Sankha and cakra as usual in two hands; 
others not specified. Surrounding images are Brahma, Siva, Bhrgu, 
Markandeya, Kiskindhu, Sundara, Sanaka, Sanatkumara, Surya and 
Candra. The details of madhya and adhma may very easily be 
inferred. 


(4) Abhicürikasthanaka: type may have either four or two arms. 
Its complexion dark with faded countenance. This image is to be clothed 
in black and is not to be surrounded by any divine beings or human 
votaries as in the previous cases. 


Rao says: ‘if a temple for this type of Visnu has to be built, it 
is said there should be no beauty or symmetry in its construction and 
that it should be situated in the quarter as known pais&capada. The cere- 
mony of installing the abhicarikamirtis should be conducted in the dark 
half of the month under such inauspicious asterisms as the Ardr& 
naksatra and at night in a cararüsi, “The unique Abhicarikas- 
thanakamirti of Visnu found at Chaitanpur (Burdwan) already 
referred to by me, may now be described. “The central deity is almost 
fully in the round, its head and shoulders are encircled by a halo: and 
its right and left hands are placed on the heads of Gadüdevi and 
Cakrapurusa; its front right and left hands hold a Jotus-bud and a 
conch-shell. The figure is very sparsely ornamented, curious. string 
of amulets round the neck replacing the usual hara and vanamala; the 
loin-cloth devoid of any artistic arrangement is treated in a Ne 
uncouth manner; the elongated and drawn face, the big protruding 
eyes, the muscles and bones shown prominently and the partially 
emaciated belly—all these features correspond toa great extent to the e 
Vaikhünasügama description of the Abhicarikasthanakamur’s of Visus 
It is one of the most unique types so far discovered, and R. P. Canada s 
description of it as an inferior specimen of the Gupta period requires 
comment and modification. The black basalt image is of c. 7th century 


A. D.”—Banerjea. 


(b) Sitting Attitude ; (5) Yogasana : 
four arms, jati-makuta on head, asana pa 


is of white complexio 
dmàsana or Brahn 


CC-0. Gurukul Kangri 


MTS 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


210: VAISNAVA-PRATIMALAKSANA 


front hands in yogamudra. This aspect is enjoined to be without 
gankba and cakra in the hands. The colour of the clothes may be 
yellow and white both. The image is shown wearing a yajfiopavita on 
the body, kundalas in the ears; keyüras on the arms and a hira round 
the neck. Its eyes have to be slightly closed. Accessories and images 
are as usual and need not be detailed here. 

_ The Siddh&rtha-Samhit&, as quoted in Vacaspatya-kosa, however, 
enjoins for the placing of weapons like a large-sized gada, the 
| sudarSanacakra and the paficaj anyaSankha , contrary to the injunctions 
| of the Vaikhanasigama and curiously enough that a Yogasana railing 
| from Mathura (Mathura Museum, No. 379) satisfies this description 
i (see details in D.H.IP. 405-6. The .Yogüsanamürti found in the 
à Kalle$vara temple at Bagali in the Billary district of Madras belonging 
| to the later Calukyas also conforms to this description of the S. Samhit&. 
Another illustration of Yogisanamurti belongs to Khajuraho which also 
+ presents innovations contrary to the descriptions of the Pratimalaksa- 
; nas, nevertheless one of the finest examples of medieval art of central 

India in the opinion of Dr. Banerjea (cf. D.H.I. p. 405). 


x . (6) Bhogasana is seated in simhüsana with his consorts Laksmi 
with kamala and Bhümi with nilotpala on the right and left respec- 
tively. Other descriptions are practically the same as in Yogüsana 
(see Rao for details) with the addition of the Kalpavrksa being sculp- 
tured on the wal c ee 

. ‘The illustrations of this aspect are found at Badami stone (cave II). 
of A.D. 578; which has an innovation of placing the figure on A di$esa; 

. Kailasanatha temple at Conjeevaram where it is ‘seated on simhasana 
alright; १ Ellora stone (Ravana ki khai) and also on a pillar in the 
Waradapperumal temple at Dadik&ombu near Dindigul in the Madras 
strict belonging to the Nayakas of Madura. F 


(7) Virdsana is also seated upon simhisana, Laksmi and Bhu in 
lation with it as kneeling; drapped in black clothing and itself of 
olour; four hands with characteristic attributes, especially 
na pose in the left and the accessories as usual. Its illus- 
2 An example however of this aspect is ava 
ptures in the temple at Aihole. ; 

a the seat known as Vedikasana with 
> armen! , eyes uplifted and with no 


ilable 


| 
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n bed, the right hand placed near pillow touching 
the kirita, the other in the kataka Pose, the image adorned with 
ornaments, the colour a mixture of black and yellow, the accessories 
as usual with additions of sapta Isis standing in afijali pose. 


flat upon the serpent- 


Its illustrations as given by Rao are: 


Mahabliparam Stone, 
Trivandrum Ivory and Aihole Stone. 


: As Already pointed out this 
aspect is very popular in South. Dr. Banerjea has given two well 


known figures, one in terra-cota and the other in stone which illustrate 
the north Indian type of Sesa§ayanar ürti-— vide D.H.I. p. 406-7; an 
the reader is referred to their exposition there. at 


10. BhogaSayana:—is of dark colour and may have two or four 
hands with Sri near shoulders and Bhii near feet. Its finest illustration 
is to be found at Deogarha Visnu shrine. 


>. ००७७ ney er - 


ll. ViraSayana:—has to hold sankha and cakra to justify its Vira 
aspect. Other details are not very important and are common except 
among accessories should also figure twelve Adityas and five Ayudha- 
purusas. Its representation is simply rare. 


Exec 0 


12. AbhicarixaSayana:—(lastly) should be lying on the. floor, the 
| bed, of course, consisting of the serpent with a hood having only 
| two heads and with the body coiled into two turns, with no attendants; । 
complexion blue, arms two or four, clad in black clothing, appearance x 
faded and should be shown in full slumber and therefore lying flat on 
the serpent. : 


IV DASAVATARAS—The Ten Incarnations 


The fourth category, as pointed out before, of the Vaisnava icons 
is what are called the DaSaüvatáras, the incarnatory forms. 


Incarnations of Visnu are of three kinds:—1. Avatara 2. AveSa and 


3. Am$a. The first is the complete incarnation represented in Rima s 


only a temporary possession. The third or the last 
by a portion of the power of Visnu as illustra 


Cakra, the parts and aspects of Visnu's pow 
ed beings 


= 
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The following ten incarnations of Visnu are commonly accepted 
and recognised by tradition the early references are to be found in 
& Br. and Taittiriya Samhita :— 


1. Matsya 6. Paragurama 

2. Kiirma 7. Raghava Rama 

3. Varaha 8. Krsna 

4. Nrsimha 9. Buddha & 
Vamana 10. Kalkin 


It may be noted here that the Mahabharata list and that of the 
Vayupurana, are conspicuous for the absence of Buddha in them. The 
following tabulation will bring home the point: — 


Mahabharata (cf. Narayaniya, section 389.104) Vayu Purana 


1. Hamsa l. Yajfia 

29. Kurma 2. Narasimha jeden 
3. Matsay 3. Vümana 

4, Varaha 4. Dattatreya 

5. Narasimha 5. Unnamed? 

6. Vamana 6 Jamadagnya Rama 
7. Rama (Bhargava) 7. DaSarathi i5 

8 » (DaSarathi) 8. Vedavyasa 

9. Satvata (Vasudeva-Krsna) 9. Vasudeva—Krsna 
9(a). Baldeva and and 

10, Kalkin 10, Kalkin 


“The Bhagavta-purana, however, enumerates the Avatüras vhrice; 
in the first recounting (1.3,6—22), the number is 22 (tabulated ahead), 
in the second, (11.7.1ff ), 23 and in the third (xi.4.3ff », 16. The first 
list contains the following names:— 


]. Purusa 12. Dhanvantari 
2. Vardha | 13. Mohini, 

3, Narada 14. Narasimha 
4. Nara & Narayana 15. Vamana 
5. Kapila 16. ParaSurama 
6. Dattatreya 17. Vedavyasa 
7. Yajfia 18. Rama 

8. Rsabha 9. Balarama 
9. Prthu 20. Krsna 

10. Matsya . 9]. Buddha and 
II. Kurma 22. Kalkin 


The accounts of the Variha and the agni contain the stereotyped 
ten ; but those of Matsya fundamentally differ. There apart from th? 
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- N a 1 प्र 
Narayana, Narasimha and Vimana (probably celetial ones), the list of 
the remaining seven is:— 


1. Dattatreya 4. Rama 6. Buddha and 
2. Mindhata 5. Vedavyasa 7. Kalkin 
3, Para$urüma 


which perhaps satisfies the story that Visnu was cursed to be born 
among men for seven times, by Birgu for killing his mother. 


Sri Gopinath Rao says “Some Hindu authorities do not consider 
Buddha to be an avatira of Visnu and substitute in his place Balarama, 
the elder brother of Krsna, as an avatara. The V. Dharmottara gives 
the description of Hamsa, Matsya, Kürma, etc. According to Hemadri, 
Hamsa is an addition and Krsna is an alternative of Balarama. Now 
the relative origin and the assignment of the divine-mission accorded 
to these different Avataras are fully described in the Puranas and are 
well-known popular accounts of Hindu Mythology. Thus the incarna- 
tions of Visnu are innumerable and these so far mentioncd are only a 
few types. All these show philosophically the universal character 
of the god as all-pervading and allsustaining. These avataras are 
like rivulets flowing from one inexhaustible lake. 9315, Manus, gods, 
sons of Manu—Prajapatis are all his portions, Here it is enough to 
say something about shis great tradition of Hindus, forming the very 
pillar of the high edifice of our religious life. The philosophical idea 
of incarnation is given in the oftquoted Gita verse—Yada yada 
Cosmologically if we take into our account all 
these incarnations, we find that the first four are cosmogonic in nature- 
Manu says that in the beginning of the world, there was nothing ss 
water. The fish was the first representative creature in the procos 
ofevolution of the world. After water, mountains mo Que 1m we 
course of creation, and they are represented by due rns 
The recovery of land from the waters 25 a next stage In ite DU 
may be represented by incarnation of Varaha. Tue Nrsimha incar! ठ 
ution of the animal and man king 
f Daga-avatiras again, as I have 
also, e. g. Vrühà- 


hi dharmasya etc. 


tion can also account for the evol 
doms on earth. These varieties 0 sae 
already pointed out, contain certain sub vane e, ional types 
vatara in sculpture comprises threc CRU WE Ts गक 
namely, Bhuivardha, or Adivaraha, या o ties. The sub- 
Similarly, Nrsimhavatara has also so many su M ardhanadhara 
EE Krsna—Navanita-nrita, Venu-gopala, ov. 


he sculptors and 
Balakrsna, etc. etc, are a common property both of the P 
the painters. 
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Reference has already been made to the Paficaritra ideology from 
which all these forms Para what I have termed as Asadharana, Vyüha 
(emanatory) and Vibhava (Incarnatory) etc. are to be viewed. Accord- 
ingly the doctrine of **Vibhavas" (vi-bhu-al, i. e. the act of becoming 
in a special manner) belong to Pure creation (Suddha-Srsti) to which 
the Vyühas also belong; these incarnations, however, may not only be 
of the composite god Visnu himself, but also may be of his Vyühas, 
sub-Vyühas and Parsadas (companions) or ev:n of his attributes or 
emblems." It is in accordance with this ideology that we shall have 
an occasion to treat these Vyühas (24 miirtis) and emblematory forms 
separately ahead. Let us therefore concentrate on the evidence of the 
early and late Pafcaratra Samhitis (namely the Satvata and 
Ahirbudhnya). Both these enumerate as many as the following 39 
incarnatory forms:— 


l. Padmanabha 14. Ekarnava$ayin 27. Nyagro ha$üyin 
2. Dhruva 15. Kamathesvara 28, EkaSrngatanu 
3. Ananta 16. Varüha 29. Vimanadeha 
4. Saktyütman 17. Narasimha 30. Trivikrama 

5. Madhustdana 18. Piyüsaharana 31. Nara 

6. Vidyüdhideva 19. Sripati 32. Narayana 

7. Kapila 20. Kantatman 33. Hari 

8. Vi$varüpa 21, Rahujit 34. Krsna 

9. Vihangama 22. Ksulanemighna 35. ParaSurama 
10. Krodatman 23, Piirijatahara 36. Rama Dhanurdhara 
ll. Badavavaktra 24. Lokanatha 37. Vedavid 

12. Dharma 25. Santatman 9, Kalkin 

13. VigiSvara 26. Dattütreya 39. PatalaSayana. 


Here is the curious assortment; we can no doubt recognise the timer 
honoured ten avatüras; but a particular point of notice is the inclusion 
of Vagi$vara and Lokanitha belonging to the Mahayana Buddhist 


pantheon (cf. Section C, ahead). 


With this introduction to DaSiivataras or multi-avat&ras of Visnu; 
let us now proceed with their individual forms in brief details. 


.  Matsya—Accounts of this avatzra are found narrated in the 
Bhagavata and the Agni. The Mahabharata (Vana.) also describes it. 
In the Agnipurana the origin of Matsyapurana is also incidently dealt 
with there. Among the first four therianthropic incarnations of Matsya, 
Kurma, Varáha and Narasimha which all may be taken as cosmogonic 
in character, the Matsya comes first representative creature being an 
aquatic animal. In representation it is either in purely theriomorphic 
manner or as a hybrid form of which the upper half is human and the 
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lower half animal—vide Pr. Laks. 90. Hemiadri describes it as Srngi 
Matsya. Merutantra bestows usual attributes on the upper portion— 
the Visnu. At Garhwa, this aspect is represented in sculpture. At 
Varanasi an image of this description was discovered by B. C. Bhatta- 
carya. 


Kurma.—al:o takes both the forms as pointed out in the Matsya 
and in sculpture it is followed by some human figures churning ocean 
with a rod representing the Mandara mountain on its back. Reference 
to this incarnation goes back to the Satapatha where it is stated that 
Prajapati took the form of a tortoise. Thus God Visnu in his Fish 
incarnation, it is said (cf. Bhagavata) rescued the Vedas and the nuclei 
of the univeise from destruction in deluge and in his tortoise one, he 
supported the mountain Mandara, used by the Devas and Asuras as 
the churning rod when they churned the ocean to obtain the ambrosia. 


Varaha.— This incarnation has fcund a bit bigger treatment both 
in the literature and the sculpture as well. The Taittiriya Aranyaka 
mentions that the earth was rai-ed from the waters by a black boar 
with a hundred hands. The latter accounts abound in the Puranas 
like the Bhagavata, the Visnu, the Linga and the Garuda. 


The boar incarnation is also represented mainly in the two prece- 
ding principal modes, theriomorphic and hybrid—the hybridity lying 
only in the head alone, all the rest of the body shown as human. Rao 
says that the sculptured figures comprise three different conceptional 
types of the avatüra, namely (i) Bhuvaraha, Adivarüha or Nrvaraha 
(ii) Yajfía- Varüha and (ii) Pralaya-Varaha. It may be pointed out 
that purely animalforms of this aspect are also represented in the 
sculptures found in the different parts of Northern India. “ In some 
such images the body of the Varüha is covered with tiny human 
figures, and the Earth goddess is shown hanging by grasping one of 
the tusks of the animal. The first feature refers to the myth that 
Devas, Asuras, Rsis and others took shelter in the body of the Avatara, 
while the second one shows that it had just rescued the goddess from 


the nether regions by its strong tusks.” 


(i) Nrvaraha.—The laksnas as collected from the different sources— 
vide writers Pr. Laks. P. 90—may be purviewed there. As regards its 
illustration, the earliest one is represented as carved on the facade of 
the cave No 4 at Udaigiri. It is, in the words of Banerjea, ‘the most 
Similar relief representations at Badami are also 


tions. The Mahabalipuram composition is also remark- 
of the learned author 


striking form’. 
brilliant exposi 
able for some innovation as per the observation 
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of the D.H.I. p. 415: *The God lovingly holds up Prthvi with his front 
two hands and wistfully looks at her with his boar face; there are many 
attendants shown in different attitudes in the relief. The Pallava 
artist has taken more care to emphasise the aspect of loving re-union 
between the god and his divine consort (Prthvi) than to lay stress on 
the forceful physical act of her deliverance by him". 


(ii & iii) Yajtia and Pralaya —Two other types of Varaha-avatira, 
Yajna-and Pralaya-Var&ühas, are mentioned by Rao on the authority 
ofthe Vaikhiinasigama; in the former the god is shown seated in 
lalitisana on a lion-seat, accompanied by his two consorts Laksmi and 
Bhü and in the latter sitting in the same pose he is attended only by 
Bhüdevi. 


The Yajfia-Var&ha has got a grand sacrificial ideology about it— 
vide the Padma and the Vayu Puranas, In them itis stated that the 
sacrifice (yajfia) is as a whole symbolised by the boar, and that its 
various limbs represent the limbs of the sacrifice—see details in Rao’s. 


Narasimha.—is a popular Avatira of Visnu as the stories connec- 
ted with its origin are also a familiar account. The Kurma, the Vayu 
and the Padma Puranas give the glorious accounts of this incarnation. 

All the general laksanas (cf. the Matsya) give the Narasimha image 
a human shape with four or eight hands and the face of a lion. He 
should be represented as disembowelling the demon Hiranyaka$ipu 
with his nails and the images found in the sculptures fulfil this trait. 


There are two main varieties of this aspect (i) Girija-Narasimha and 
the (ii) Sthanu Narasimha. Rao has also added two more (iii) Yanaka 
Narasimha and (iv) Laksmi Narasimha. Let us take them one by one. 


(1) Girija Narasimha.—The conception underlying the name is that 
thelion comes of a mountain cave. It is also known as Kevola 
Narasimha which form, as Rao has pointed out, is often designated as 
Yoga-Narasimha. 


(ii) Sthanu Narasimha.—is really the main type and is abundantly 
illustrated in the sculptures. The very epithet is significant.—‘The god 
came out of a column when it was broken in anger by the demon 
HiranyakaSipu, a great hater of Hari (another name of Visnu). His 
son, Prahlada, was a great devotee of the god, and Hiranyakaéipu after 
vain efforts through persuation and severe presecution to dissuade 
him from his devotion to Hari asked him where his god was? Prahlada 
answered that he was every where, even in the crystal column before 
them. Hiranyaka$ipu kicked at it, and out came the god in the 
peculiar form, felled the demon on his thighs and killed him outright: 
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Many reliefs depicting this theme bave been recovered from various 
parts of India and a large number of them represent either the 
combat between the god and the demon or the kiling of the later by 
the former. The Ellora and Dadikkombu sculptures (Rao Op. cit Pls. 
XLIV and XLV) illustrate the former type, while Garhwa, Paikore 
(Birbhum Bengal) and many other north and south Indian sculptures 
in stone and bronze represent the later. E. B. Havell remarks about 
the Ellora relief : “The sculptor has, chosen the moment when the 
terrific apparition of the man-lion rushes forth to seize Hiranya who, 
taken unawares and with the mocking taunt still on his lips, makes a 
desperate effort to defend himself;" he speaks highly about the techni- 
cal strength and imaginative power manifest in the treatment of the 
subject (Indian sculpture and painting, 2nd edition, pp. 53-54 Pl, 
XXIII)". Rao rightly observes about the relief that ‘the master touch 
of the work of the artist may be seen in the way in which the 
interlocking of the leg of Narasimha with that of HiranyakaSipu is 
carried out’. 


(iii) Y anaka Narasimha.—In this aspect Narasimha should be seated 
upon the shoulders of Garuda or upon the folds of AdiSesa and over 
the head of Narasimha there should be the five-headed hood of Adisesa 
held like an umbrella. The figure should be adorned with ornaments. 
It is not represented in actual sculpture—so uncommon conception. 


(iv) Laksmi Narasimha.—is a peaceful variety of Narasimha which 
represents the transformation of the historical truth of this fierce aspect 
of Visnu into a peaceful one—a true characteristic of the God as God 
of love. Its beautiful illustration in Bronze is in the Madras Museum. 


Vamana and Trivikrama,—The fifth avatara of Visnu has two aspects 
in sculptures illustrating it, one the dwarf (Vamana) and the other the 
huge collossus ( Vir&trüpa) about to take three steps as described in the 
writer’s Pr. Laks. p. 94, separately. Both these aspects have clear 
Vedic affiliations, for the whole mythology about Vamana gew out 
by stages of the Aditya Visnu's attributive epithet of Trivikrama. 
“The Satapatha Brahmana version of the story about the agreement 


between the Devas and the Asuras during their fight for the overlord- 
e latter would only grant to the former that 


hip of th i e that th 
ees o d by the recumbent figure of 


portion of it which would be covere tib; 
V snu belongs to the intermediate stage in 105 ec E: is E. 
pressly laid down there that when Visnu, the dwarfest among the ae 
actually lay down, his body covered the whole of the universe, as he 
was identical with sacrifice, and the Asuras had to part with it accord- 
ing to the previ“ us stipulation.’ ‘In the Puranas and other texts, the 
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whole story was further elaborated, and Virocana's son, Dali, the 
grandson of Prahlida (a great devotee of Hari like his grandfather) 

the Dwarf Brahmacari, Vimana, Sukra, the spiritual instructor of the 
Daityas, and others are introduced to heighten its effect. It should be 

noted, however, that the Vedic ‘three steps’ play a prominent part in 

the developed mythology, for Vàmana asked for only that portion of 

the earth which he could cover by pacing three steps. When Bali 

granted this request the dwarf’ was suddenly transformed into a | 
colossus; covering the whole of the universe with two steps, and placing Y 
his third step on the head of his devotee, he sent him down to live in 

the nether regions" '— D. H. I. p. 417-18. 


The iconographical texts enjoin “the Vamana should be Paficatala 
in measurement, two-armed, holding an umbrella and a staff and 
should appear as a teen-aged Brahmacürin, while the Trivikrama 
Viraütarüpa should be four-or eight-armed with right or left foot 
firmly planted, the other leg thrown upwards as if to attack the 
heavens. The Vaikhanasagama elaborately describes the latter form, 
and mentions the names of a large number of accessory figures making 
up the whole composition: the cauri-bearing Vayu and Varuna, Siirya 
and Candra, Sanaka and Sanatkumira, Brahma washing the upraised 
foot of Trivikrama, Ganga, Namuci and other demons, Jambavana 
playing on a drum, Garuda, lastly Bali with his wife Vindhyabali 
granting the land to Vamana"—D, H I. p. 418-19. 


Illustrations: Rao has given as many as the following eight repre- 
sentations:— : 


(1) Trivikrama stone, Rajim, Raipur Dist., C P - 
(2) Mahabalipuram: Panel fully satisfying the Vaikh&nas&gama's 
laksana. 


(3) Sculpture panel stone in Cave III. at Badami. 

(4) Ellora—cf. Dasavatara cave (Panel stone) 

(5) Stone: Nuggehalli. 

(6) Bellur—Chennakesavaswamin temple (Mysore state) 

(7) Image at Naglapuram in N. Arcot (Madras). 

(8) Stone Chatsu. Jaipur, Marwar. 

Ramas.—The next three incarnations, the human ones, are three 
Ramas.-Bhargava Rama (ParaSurama Raghava Rama and Balarama. 
e first represents the Avesavatiira (possessed temporarily), as his 


ood left him no sooner did Righava Rama (1056351011) appeared 
ne. ParSuram ccount 


ae N 


E: 
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Raghava Rama's story is household knowledge in all parts of 
India. The great Tulsidasa simply immortalised this avatüra 
in his monumental epic ~Rama-cartita-manasa, -which has been 
giving edification to the multitude of men in the North. It also 
appealed to the imagination of the people of India of all parts and. all 
ages, for he typified not only the Indian ideal of manhood, but also 
became the symbol of popular Bhakti cults as preached by saints like 
Ramanuja, Kabira and Tulsi. Regarding his illustrations, Dr. Banerjea 
observes, ‘In the DaSavatira reliefs of the early and late mediaeval 
periods, Rama is almost invariably depicted as two-armed, his hands 
holding a bow and an arrow. Separate cult images of him in stone 
and bronze cf a comparatively late period are known; in these he is 
usually shown accompanied by his queen Siti, his devoted brother 
Laksmana and his faithful ape-servant Hanüman. Scenes from the 
Rimayana are very frequently found illustrated in the early and late 
mediaeval temple walls not only in India; but also in Indo-China and 
Indonesia’ D. H. I. p. 421. 

Balarama.—is a Vaisnava deity and he has found an independent 
treatment in the Samarangana, I therefore must say something about 
him. Balarama is also known as Samkarsana in literature. He is regard- 
ed the eighth incarnation of Visnuand belongsto the family of Vasudeva 
or Krsna—his step-brother. Metaphysically Balarama reprsents the 
destructive power or Kala and means Sesa—the serpant. Ihe Samara- 
ngana represents him with a banner formed of the palm (talaketu), 
wearing a long garland of woodland flowers and in blue garments, He 
is to be sculptured with four hands, in one there should be shown plough 
(sira) and in another the pestla-club (musala). -Adorned witha high 
diadem and glowing in a hallow of lustre and prowess all round, he 
should be shown with his consort—Revati. Another specification is: 
he should be shown as very intoxicated and yet of mild diposition. In 
these epithets practically all the characteristics of the god have been 
fully brought out. Though there are independent treatments of 
Balarama and Krsna in the works of iconographical interest, Balarama B 
is rarely worshipped independently as a god. The glory of the young- ; 
er brother, as it were, has thrown the elder brother into the shadow: 
His image, therefore, is worshipped though occasionally in association 
with that of Krsna. ; 

Krsna:— The Life history of the great god is fully told in Hara F 
(a Mana on supplement) and the Bhigvata and other Pul 
The stories connected with his childhood and youthful क proyided 
the greagtest fascination to poets like Jayadeva, Vidyap: zn Sura ang 
Miri to compose lyrics and melodies of the highest order for the sin $ 


Sr 


>>” 
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of Bhaktas. Manusa Vüsudeva Krsna’s laksana—Pr. Laks. p. 90, 
has already been commented upon and therefore we may proceed 
further. His illustrations in sculpture also take many such episodes 
representing his life in full, sportive plays, amorous days and 


marvellous deeds and slays. 


In Mathura Museum (No. 1344) a fragmentary relief of early 
centurises (2nd and 3rd) is regarded as one of the oldest representations 
of Krsna-janmastami. A series of reliefs on the door jambs found at 
Mandir (Mandavyapura the ancient Capital of Marwar) represent a 
good many Krsnüyana scenes. A Deogarha relief is remarkable for 
its pastoral character in which the infant Krsua is being caressed by 
Nanda and YaSoda, other reliefs on the Deogarha temple walls illst- 
rate many other episodes. Badami caves (II & IV) and Paharpur 
besement reliefs, are some of more striking ancient Krsna sculptures. 


As regarJs his images, they are too numerous to be described here. 
Krsna-iconography or Krsna icons may be taken up as an independent 
subject for further studies and researches. The South Indian images 
of Krsna as enshrined in the Vaisnava temples correspond fully to the 
Vaikhanasigam prescription—company of Rukmini and Satyabhama, 
histwo consorts along with the Vaisnava emblems like cakra, etc. 
These images are called the mannar ,mann-annar) meaning one who 
resembles a king and king he was among the avataras of Visnu. Rao 
has also illustrated some of the most captivationg figures of this 
god—Navanita Krsna, Gana-Gopila or Venu-Gopla, Parthasarathi, 
Kaliyahi-mardaka, Govardhanadhara, etc. In fact Krsna's images like 
Vatapatra$ayin (Ivory, Trivandrum) and Balakrsna (Marvel cf. Rao) 
are also represented. Rao’s remarks are sigificant when he says: 
*Krsna alone among the avatars's of Visnu is worshipped as a child 
a youth, etc. froms fit for exhibiting the various kinds of bhakt or love; 
as for instance, that of a mother to her child, that of a wife to her 
husband, and that of a friend for a friend, and that is what the 
Vaikhanasagama text—vide Pr. Laks. P. 93 says: “वऽ एङ पाणयतं ent qd 
न शक्यामि तस्माद्यथेःठरूपं xiu" ‘the forms of Krsna are so innumerable 
that they cannot be described; therefore worshipper might sculpture 
Krsna's image in any form he chooses to conceive him'. 


Buddha:—This form will be taken in Section III—vide Buddhist 
Iconography forming an independent treatment of this work. 


Kalkin:—Lastly a word on the last avatara yet to come, remains 
to be said. Kalkin according to Hayasirsapaficar&tra and the P | 
purana (which follows the former in many respects) may take both 2 
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two-armed and a four-armed figure. The V. D. and also the 
Agni—Vide Pr. Laks. p. 99, describe him a powerful man, angry in 
mood, riding on horse back with a sword in his raised hand. In the 
Daśāvatīra slabs, these features can be recognised. An independent 
illustation is rare. B.C. Bnattach irya had made a significant remark— 
vide LI. p. 15 that *His figure must be distinguished from that of 
Revanta, son of tbe Sun, whose figure, tesembles the former in appear- 
ance except that it is followed by dogs, musicians and other 
attendants. He also cites an ilustration discovered by him at 


Banaras. 
V. CATURVIMSATI - MURTAY AH 


The next group of Vaisnava icons, the fifth classification, is 
this group of Twenty Four Images of Visnu. They are an outcome 
of the Poficaratra ideology of Vyüha, primarily four, later developed 
into twenty-four, in accordance with Visnu Sahasra.nama, being 
most auspicious and adorable. Though according to the Paficaratra 
tenets, the Vyüha, the emanatory comes ficst and Vibhavas ( the 
incarnatory) next, and this order is also in keeping with their antiquity 
I have however reversed the order in keeping with the prominence 
and importance that DaSavatira images have in the minds of people 
having full sway over the minds of the image-makers and their donors. 
of these Vibhavas and their glorification by tbe devout 
bhaktas cannot but give a consideration to the relative superiority of 
these incarnations influencing to a far greater extent the lives and 
acts of the bulk of Indian people adoring them and getting religious 


and spiritual edifiction. 


The glory 


The God Visnu possesses a thousand names—the AnuSasana-parva 
of the Mahabharata contains these Visnu-Sahasranamas. Among these 
thousand significant names of praise relating to Visnu, twenty-four are 
most important and are daily repeated in Visnu-worship. Sri Rao 
has mentioned that correspondiug to these 24 names, images are found 
sculptured in the Vaisnava temples situated in the old Hoysala land 
where they are more frequent. All the figures ae very much alike, 
standing with four arms and adorned with kiritā-crowns and other 
usual ornaments. As regards the various emblems, there is no hard 


and fast prescriptions. V arious authorities prescribe various emblems 
to these figures. Here it is envugh to tabulate these exero four 
images (the Laksanas—yide Pr- Laks. pp. 99-101), with (7 card 


and the Saktiss— 
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The Twentyfour Murtis 


1९68३09 padam gadā Sankha cakra Kirti 
Narayana Sankha cakra padma gada Kanti 
Midhava gada padma cakra Sankha Tusti 
Govinda cakra $ankha gadā padma. | —— 
Visnu gada cakra padma $ankha —— 
Madhustidana cakra gada Sankha padma —— 
Trivixrama padma Sankha gadā cakra Santi 
Vamana Sankha padma cakra gadā Kriya 
Sridhara padma Sankha ,, gadā Medha 
Hrsike§a gada po bs padma Harga 
Padmanabha Sankha gadā padma cakra Srddha 
Damodara padma cakra Sankha gadā Lajj& 
Samkarasna gada » E padma = Laksmi 
Vasudeva 5 padma  ,, cakra Priti 
Pradyumna cakra 55 D gada Rati 
Aniruddha E » gada Sankha —— 
Purusottama 33 gada padma 55 —— 
Adhoksaja padma cakra gadā 9 == 
Nrsimgha cakra §unkha padma gada ==> 
Acyuta gada 55 3 cakra Daya 
Janardana padma gada cakra Sankha न्स 
Upendra Sankha padma gadā cakra SS 
Hari D gadā cakra padma Dm 
Srikrsna D) cakra - gadā 59 CH 


N. B —The first row indicates the Murti, the second the emblems in front 
tight hand, the third those in the front left one, the fourth those in the back 


right, the fifth those in the back leit and the sixth the saktis accompanying 
them. 


Here in this connection the following comments of Dr. Banerjea on 
. Rao's remarks are worth quoting: 


‘All these twenty-four images are 


figures, with no bends in the body, 
with the kirita 


“Rao observes about their images; 
very alike; they are all standing 


ko 


ken four at a time is exac 
S } Si 


ations of these 1 
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to the lower right hand’-—E.H.J. But this chief criterion of differen- 


tiation s liable to be misinterpreted and is prone to lead to confusion 
in namiug the individual icons of the order. Rao's remark that the 
circle begins from the upper right hand of the image is not clear; for 
the Rüpamandana text which is taken by him as a reliable one in this 
matter expressly lays down that 'such images should be known (as hol- 
ding these emblems) from their lower right hand onwards' (Etastu 
miirtayo [76६ daksinadhah karat krmat). The Agnipurana begins the 
description of these images with this couplet: Om rupah KeSavah pad- 
maSankhacakragadadharah Narayanah sankhapadmagadacakri prada- 
ksinam. The last word pradaksinam in this couplet and the slight 
variations in the order of the emblems contain the most important in- 
dications in this description. Weare to understand from these clues 
that a lotus, a conch-shell, a discus and a mace are held by KeSava in 
his lower right, upper right, upper left and lower left hands, respec- 
tively; Narayana’s hands in this order, on the other hand, will hold a 
conch-shell, alotus, a mace and a discus Various Puranas like the 
Padma, Agni (Vsnu-dharmottara, however does not seem to contain 
any description of this group of Visnu images) and such comparatively 
late compilations as Caturvargacintamani, Rüpamandana and 
Devaiamürttiprakarana contain mnemonic descri;tions of this group 
of Visnu images. There are differences in these texts and there is no 
way of ascertaining their relative correctness" —D.H.I. p. 410 11. 


VI. MINOR FORMS OF VISNU 


These represent according to this treatise the sixth group of 
Vaisnava icons. 

Sri Copinatha Rao has taken notice of the following varieties of 
the ima:es of Visnu as his minor forms. They are:— 


Purusa Harihara-Pitimaha Hayagriva Ranganatha 
Kapila Vaikuntha Adimürti VenkateSa 
Yajfiamurti Trailokyamohana Jalasayin Vithova 

Vyasa Ananta Dharma Jagann&tha 
Dhanvantari Vi§variipa Varadaraja or Nara-Nardyana 
Datütreya Laksminardyana Karivarda Manmatha 


As already pointed out that some of these like Vaikuntha, Trai- 
lokyamohan, Ananta, Vi$varüpa, Laksminarayama, JalaSayin, etc. 
are really not minor forms but the extraordinary ones, in a way 
illustrating the Para aspect ideology of the Paficaratrins and a detailed 
exposition of these foras has already bzen made—vide below * Asadhas 
rana-mirtis’, the 2nd group of Visnu images. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


224 VAISNAVA~PRATIMALAKSANA 


^ B 
As regards the really minor forms or manifestations like Purusa 
and Kapila, etc., their detailed exposition from the Laksana-stand- 
point (Vide Pr. Laks. pp 101-3) may be passed over for want of space 
and only some important illustrations may be cited here with some 
remarks. 
Purusa —according to the V. Agama is an avaranadevata. 


Kapila.—is the divine form of Pradyumna, when got free from 
worldly desires and he takes the form of a sanyasin. 

Yajnamirti.—is also an Avaranadevata. His image should have 
two heads, seven hands and four horns. He is given three legs also ins- 
tead of usual two. His conception as incorporated in the Rgveda and 
its commentary in Yaska’s Nurukta, helps us to understand the signifi- 
cance of this aspect. 

Ale Vyasa—as per the V.D’s account, should be accompanied by his 
four disciples-Sumanta, Jaimini, Paila and VaiSampayana also. 

Dhanvantari—should be sculptured as a handsome person 
carrying in both the hands vessels containing amrta. 


Dattatreya—Vide Pr. Laks. p. 101 (where he is given the first 
place in this group) has a nice story related in the Markandeya Purana 
to make him fit for homage cf Rao’s. Rao observes: “There are three 
ways in which Dattatreya is represented in sculpture’. The first manner 
of representation is to have Brahma, Visnu and Siva standing side by 
side and its illustration at Hoysale$vara temple at Halebidu satisfies 
this mode. The second manner represents as Visnu in yoga posture 
and Badami stone illustrates it The third way of his representation 
takes a human form with three heads, four arms and attended by four 
dogs of different colours (representing the four Vedas) and by a bull. 


It may be further remarked that the V. D. lays down that Datta- 
treya should be sculptured almost exactly like Valmiki. The Rüpa- 
mandana describes him under the name of Hari-hara-pitamaha—vide 
representation at Halebidu. The idea underlying this concept evident: 
ly is that Dattatreya is an incarnation of all the three deities of the 
Hindu Lrinity, although he should be regarded as Vaisnava avatara. 


E: Hayagriva—the accounts of this aspect are interesting. The god 
६252 १1६01 had to assume this form half horse and half-man to destroy 
Bhigvata. The V. D: (c 
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carrying usual emblems (in four) and the remaining four placed upon 
the heads of four Vedas, the figure should be duly adorned. The god 
Hayagriva is looked upon as the god of learning—vide the couplet : 


diaz mn ia ठ mf e dfi : ^ ^ 
ज्ञानानन्द्म्थ देवं निमजस्फटकाकृतिम्‌ p आधार सर्वविद्यानां दयग्रीवमुपास्मदे || 
Stone : Nuggehalli satisfies the laksana. 


Dharma—is a protector god—vide Brahaddharma-purana, where 
Brahma, upon his creation of the Universe, was looking for him who 
instantly sprang from his right side. He had four legs and resembled 
a bull. Dharma is said to possess four legs in the Krtayuga, three in 
Treià, two in Dvapara and only one in Kali. The limbs of Dharma 
are said to be Satya, Daya, Santi and Ahimsa (cf. introductory 
remarks on the character and characteristics of Vaisnavism ). The 
Sanskrit word vrsa means dharma and so dharma was perhaps asso- 
ciated with a bull. 


According to the Aditya-purana—vide Pr. Laks. p. 102, the figure 
of Dharma should be white in colour and have four faces, four arms 
and four legs, be clothed in white garments and adorned with all 
ornaments, should carry in one of the right hands the aksamala, and 
the other right hand is to rest upon the head of the personified form of 
Vyavasaya (industry or more correctly the duty—dharm truly signi- 
fying duty). One of the left hands should keep a pustaka and the 
remaining left should carry a lotus and be placed on the head of a good 


looking bull. 


Now as regards other remaining minor forms of Visnu as described 
by Rao, like Varadara ja or Karivarada we know the well known story of 
Visnu delivering Gajendra; beautiful illustrations—Stones: Mysore and 
Dadikkombu and Dr. Banerjea has taken notice of a relief on Gupta 
temple at Devgarha illustrating this aspect in a striking manner when 


the whole episode is brought before the eyes—vide D H. I. p. 42627; 


Ranganatha, a ty pe of the YogaSayana-murti whose temple at Sriranga- p 


ma is one of the three most famous and sacred temples of the south the 
other two being Venkate$a at Triputi and Varadaraja at पण्य 
and occupies the foremost position on account of its great antiquity en 
historical association with Sci Vaisnava teachers and saints. Venkatesa; 
Pandharinatha or Vithoba, Jagannatha (at Puri) and Manmatha (whose 

with special features—carry- 


] with Pradyumana, आ 
à y arrows, in the company of his 


image is identic 
ve flower 


ing a bow of sugarcane with fi : bord Hon 
friend Vasanta—personified spring and his Aa the BH 
a horse carrying the makra-banner) as well RS aad riti an 
etc.) may be passed over for want of spaco ani gu y one 
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form that of Garuda— vide Pr. Laks. p. 102-3 remains to be dealt with, 
He is in a way a transition-link between the sixth and the seventh 
(cf. Ayudhya-purusas ahead) groups of Vaisnava Icons and so he may 
now be taken up in some details, 


Garuda.—is really the celebrated mount of Visnu as Hamsa is of 
Brahma, Bull of Siva and Simha of Durgi. With the onslaught of the 
vigorous Vaisnavism, his mount came to deified in such a similar 
vigour that he became a god himself—one of the incarnations of 
Visnu—cf. Satvata list. Naturally Garuda sculpture became a fasci- 
nating motif of Indian art going as far back as Cupta period and the 
germs of iconology are there in the Rgveda itself (1.164,46). His 
another name is Tarksya more popular in the epic and Purānic litera- 
ture though also occurs twice in Rgveda itself (1.89,6 and X.178, 1). 
In the Mahabharata isa story—vide Adi. chaps. 43-50 of Garuda's 
Amrta-harana (cf. also the Satvata-list —the 18th in which Amrta- 
harana is an avatara of Visnu)—vide details—'Epic Mythology'— 
pp. 21 ff. 


Dr. Banerji has made a forceful and nice study of the Garuda 
motif in. Indian art which developed the Garuda iconography of 
the medieval period. The inner side of the middle architrave of the 
eastern gateway of Sanchi presents Garuda a huge partiot like bird; 
the Hellenistic art of Gandhara represents Garuda as a huge eagle, 
decked with ornaments; and Garuda's exploits of the serpents—vide 
his depiction as carrying upto the sky a naga and nagini either with 
his long beak or his big talons (cf. the Drama ‘Nagananda’ written 
by King Sri Harsa)—all represent the early evolution. The Gupta 
icons represent the intermediate stage in the evolution of Garuda motif 
—vide numismatic data— Gupta coins illustrating the hybrid Garuda. 


Iconographical descriptions collected from the texts like the V. D. 
the Sritatvanidhi, the A. P. and the S. R. give the developed motif of 
Garuda and the following summary of Dr. Banerjea’s satisfies these acco- 
unts: “Textual descriptions of the developed motif may now be noted. 
The Sritatvanidhi and Silparatna as quoted by Rao, describe a two- 
armed image of Garuda; but the latter text also refers to another vari- 
ety of Garutman which is end»wed with eight arms, the hands holding 
such objects as a water-vessel, a mace, a conch-shell, a discus, a 
sword and a snake, the feet of his rider Visnu-Krsna resting on the 
two front hands; the two-armed image of Garuda is designated as 
Tarksya in the Silparatna. The Agnipurana describes the images of 
Trailokyamohana and Tirksya as eight-armed, with cakra, khadga, 
musala and anku§a in the right hands, and Sankha, $arüga, gadā and 
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paSa in the left; Laksmi and Sarvasvati holding padma and vina 
respectively are to be placed on either side of this type of image. The 
Visnudharmo:tara enjoins that Tarksya should have a nose like the 
beak of a bird, four arms, a face with round eyes, the breast, knee and 
legs like those of a vulture, and two wings; his back hands should hod 
an umbrella and a jar full of nectar and his front hands should be in the 
anjali pose. When lord Visnu is riding on him, the back hands of 
Garuda (or Tarksya as he is named here) instead of holding an umb- 
rella and an ambrosia-pot support the legs of his master, he should be 
shown slightly pot-bellied (kincillambodara) and should be decorated 
with all ornaments (Bk. III. ch. 54, vv. 1-9). It is curious that it is 
only according to the Silparatna description of the eight-armed variety 
of Garuda that he holds a snake in one of his hands; the Sritatvanidhi, 
however tells us that his head should be adorned with snakes (mur- 
dhnà ca phanimanditah) and one of his epithets according to the 
lexicons is phaniphanabhrt (holder of the hood ofthe snake). The 
association of Garnda with snakes isemphasised in the epic and 
Purünic myths, and is also illustrated in his earlier and mediaeval 
representations" —D.H.I. 532-33. 


As regards illustrations in the extant images of the medieval 
sculptures they can be broadly divided into two classes—one as Visnu's 
mount and the other as bird-man either serving as the capital of a 
column or is placed in front of a Vaisnava shrine, The former is 
represented in a Garuda capital in the collection of the Indian 
Museum and the latter may be seen in noted Visnu shrines. Garuda 
as a standing human being with just as suggestion of tiny wings 
behind his back, holding a small snaks in his hand (satisfying the 
epithet-phaniphanabhrt) is represented in Visnu-Yogasana—Mathura 
Museum (D. 37). Rao cites two illustrations—one Stone : Badami; the 
other wood: Palur. The former represents him as the mythical y 
bird-man with a flabby belly (cf. the V. D’s one epithet of him du 
cillabmbodara’) the latter illustrates the mythology of the forcible 
abduction of Vibhavasu and Supratika (the elephant and the tortoise) 
by Garuda. : 


VII Ayudha Purusas. The treatment howsoever brief of the Vaisnava 


H . 5 if - = 1 e 
images would remain incomplete if an incidental mention of th 


the AveSavataras of Visnu and other gods is not done. 
The weapons and emblems, such as Vajra, Sakti, Danda, Khadga, 
95693, AnkuSa, Gada, Tri$ule, Padma, Gakra, & Dhvaja, which are um 
rally found in the hands ofthe images of Visnu, S:va and other gods, 
are personified, under the name of Ayudha-Purusas and are also çon» T 


Ayudha-purusas, 
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critised as images. As per the Pr. laks. p. 103-4 we find (as Rao says): 
“Some of them are represented as males, some as females and some as 
eunuchs. For instance, the Sakti and Gadi are worked out as females; 
the AnkuSa, the Pasa, the Sila, the Vajra, the Khadga and the Danda 
as males; and the Ghakra and the Padma as eunuchs”. [t may be 
remarked that these weapons have all a symbolic meaning underlying 
them. The Visnupurána, Kamikagama and Varahapurana all have 
eleborately treated this symbolism. The fact is, according to Hindu 
view of life and lif: in all its aspects, physical, ethical and transcen- 
dental, is a grand symbolism. The whole cosmos is nothing buta 
play of symbolism, another name of Miya in both of its aspects—cosmo- 
logica! and philosophical. The following tabulation of these weapons 
with their symbolism as per the above-mentioned sources would be 


interesting: 

Weapon Symbolic representation Weapon Symbolic representation 
l. Gadā Buddhi 4. Bana karma-jħāna-indriyas 
9 Samkha Ahankara 5. Asi or 


3. Cakra Manas (changeability) 6. Khadga Vidya spl. wisdom) 
its scabbard a- Vidya (ignorance). 
As regards their sculptural forms, it is required that they should 
be made according to the aStatala measure and havea pair of eyes, 
head adorned with the karandamakuta, and two hands held over the 
chest in the afijali pose, their emblem or weapon shown over the 
crown worn on the head otherwise placed between the hands. The 


following tabulation will bring their characteristic forms: 


l. Sakti red, seated on vrka 

2. Danda black (with red eyes), fearful 

3. Pa$a snake with seven hoods 

4. Dhvaja yellow, mouth wide open 

5. Gada » With large glutials (with cămara 
: also—V. D.) 

6. Tristla black with handsome brows 

7. Samkha white with pretty eyes. 

8. Bana red with pretty eyes, 

9. Dhánus red with bow on his head 


10. Cakra round eyes, drooping belly 
In the end Sudarsana cakra, the cakra Par excellence of ४४५ 
needs to be dealt a little in detail— vide Pr. Laks. p. 104-5, and there 


according to the Silparatna and Sudar$ana-$ataka, the SudarSana 18 
described as eight—or sixteen-armed Visnu placed inside a satkon® 
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‘and gadā in human form are found as early as the Gupta period; 
-India. Various other emblems, such as: vajra, Sakti, danda, khadga, 


representation of an Ayudhapurusa, however, seems to £0 back to the 


.as a man behind whom is carved a double- 


- D. H. I. p. 537. Other illustrations as given by Rao are: -Dadikkum- 


to the Visnu-iconography is a1 
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disc'—Banerjea). The other details are the placing of Vaisnava weapons, 
cakra etc. in eight hands, hair standing out in 20 jatas like flames of 
the flaming god of fire, body resplendent as the sun enlightening all 
the quarters of the Universe; look terrific; face with tasks. The 
Sudar§ana-Sataka bestows 16 hands holding all weapons and the other 
details being common, The Visnudharmottara:description is different 
—vide tabulation below a male figure with round eyes and a drooping 
belly; ‘it is to carry a cauri, and is to be adorned with various orna- 
ments. It is alsoto be carved on such a manner as to indicate that 
it is showing a desire to gaze upon Visnu; the left hand of the god 
should be made to rest upon the head of Cakrapurusa'-—Banerjea's 
version. 


Ahirbudhnyasamhita, a Vaisnava document of great importance, 
has described these Avudha-purusas in detail, expounding the cult 
theology as well as the ideology underlying it.. ‘In it SudarSana is 
defined as the original thought of Para Brahman when it, of its own 
accord, conceived the idea of expanding into space and thus bringing 
into existence the universe. This thought of the Supreme Being which 
is indestructible is called *Sudar$ana'. SudarSana,, the great ,Visnu 


emblem is really ‘ripu-jana-prana-samhara-cakram.’ 


Now as regards their illustrations, Dz. Banerjea observes: “Cakra 


Sankha and rarely padma are also anthropomorphised in:the Visnuite 
reliefs of the early and late medieval periods of Eastern and Northern 


pasa, ankuSa, tri$ula, etc. are also personified in late iconographic 
books; but they are seldom shown in human form. . The earliest 


me copper coins of Maues 
pronged thunderbolt, just 
ight hand is placed over his head’ — ne 


Indo-Scythic period. Vajra appears on so 


in front of Zeus-Indra whose r 


e—as occasignally.set up asa main image 
ina shrine attached to certain Vaisnava temples. E Vign scales , 
found at Sharishadah (twenty four Parganas W. Bengal) now 10 the 
collection of the Asutosh Museum, Calcutta University, is deemed b7 
Dr. Banerjea, as unique sculpture representing the device. ge Sd?) 


bo SudarSana cakra: Bronz 


= - T E Lo ei ávatl in relatio 
Vaisnavi Dvaravatl: The conception of Dvaravall 1m oem 
ET $ on by the author of t 


isa unique prescription | 


Aparajita-praccha—vide P f 


r, Laks. p- 105- I TEC ge 
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lutionary conception of Visnu as the Adhi$vara Lord, with the para- 
phernalia of his parikara, tbe different Pancaratric (the most developed 
Vaisnava ideology) manifold aspects of Para, Vyüha and Vibhava 
It is thus also a developed iconography aiming not only at a mere icon 
but giving an iconology and iconography both to the shrine, the 
temple or the residence of the god. Dvàravati in relation to Visnu’s 
Krsna-incarnation is really a symbolic city of gods, of heaven, of 
bliss and the abode of the supreme Brahma—the Vaikuntha. Needless 
to delineate upon all the characteristics of this kingdom of Visnu, a 
perusal of these lines will convince the reader, the underlying ideology 
and the grand and glorious manifestation of Visnu, as king among 
gods and men alike. | 

Vaisnava-vividha-pratima pujana-phalam : As per the A.P.’s ideolo- 
gy—vide pr, Laks. p. 107, details are available of the fruits or réwards 
accuring from worshipping the different icons of Visnu by the devotees 
belonging to the different castes ani also professing the different 
vacations and a perusal of this passage emphasises an idea which also 
hints at the universality of the cult and its adherence by the 
multitude. 


" Vaisnava-lanchana-rahasyam.—Before we take up (as is our usual 
method) the ayatana and pariv&ras etc., associated with the principal 
images,:the subject matter of the respective chapters, the secrecy of the 
emblems (already hinted above) may be taken into our account in 
order not to loose sight of the true genius in which our artistic 
traditions are built upon, The Visnudharmottara—vide Kramrisch's 
translation, unfolds this secret. Dr. Banerjea has beautifully summa- 
rised this section of the V, D. and I am taking liberty to reproduce it: 


“The transformation (Vikrti) of the whole. Universe is idealised 
by the concrete form of Lord Visnu, the Kaustubha. jewel on whose 
breast is nothing but knowledge (18579), the VanamalZ (the long 
garland hanging down from his neck) is the principle which binds 
the whole universe; his garment stands for avidya (ignorance, illusion 
encompassing the world), and his mount Garuda of quick.and power- 
ful motion is to be known as mind present in all rational beings 
(मनस्तु गरुडो जेयः सवभूतशरीरगम्‌ ) His eight arms stand for four major 
and four minor quarters, and his four faces (this is an evident allusion 
to the four-faced Caturmürti of the god, which illustrates the concept 
ofthe unified primary Vythas) typify knowledge (Jnana), strength 
(bala), sovereignty (ai$varya) and power (Sakti). The discus and the 
mace in the two hands assignable to Vasudeva symbolise Purusa and 
Prakpti, the ploughshare and pestle in Sankarsana hands indicate 
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Time and Death, the bow and arrow in the Pradyumna hands symbolise 
Yogic fire with which the Yogin: hit their supreme target, and of thc 
. sword (Nandaka) and shield in the Aniruddha hands, the latter represents 
the cover of ajfiana (lack of true knowledge) necessary for the creation 
cf the world, while the former stands for renunciation (vairagya) 
which severs all ties. The sage Markandeya narrates to his interlocu- 
tor Vajra in this manner the “form of that formless (Being) with which 
the highest and the most pre-eminent of the universe covers the whole 
of it and supports it.” 


Visnu Shrine (the Ayatana).—The Aparajitapracchá (verbatim 
reproduced in Rüpamandana with minor modifications with the copier's 
ingenuity) describes the enshrinement of the parivara-devatas in a 
Visnu shrine in the following manner : Naráyana in the east, Pundari- 
kaksa in the south, Govinda in the west, Madhustidana in the north, 
Visnu in the AiSanya (kona), Janardana in the Agneya one, Padma- 
nabha in the Nairrtya (kona) and Madhava in the Vayavya one; the 
centre should go to KeSava-Vasudeva, with his fourfold parikara, 
Jalaéayin and Da$avataras along with Laksmi in the left and Sesa and 
Kürma, Sükara etc. also finding their proper places. 


A detailed prescription of the Parivara-devatas in the different 
üvaranas is a special feature of the Agama texts like the Vaikhanasa- 
gama and it has been taken notice by the celebrated author of E. H. L, 
Sri T. Gopinath Rao and it has to be scen there. 


Visnu's eight-Pratiharas.—Lastly the shrine and the enshrined 
deity must have also the Pratiharas, the gatekeepers or the guardians 
of the gate and they must also be dealt with, howsoever briefly. Accor- 
ding to the A. P. the following eight pratiharas of Vignu, in dwarfish 
forms, with their respective emblems are prescribed, which procedure 
is usual to almost all the principal deities in this text: 

i, Canda 3. Jaya - 5. Dhata 7. Bhadra 

2.Pracanda 4. Vijaya 6. Vidhata 8. Subhadra 
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CHAPTER IIt 
SAIVA-PRATIMA-LAKSANA 


Iconographically, mythologically and also philosophically the 
position of God Siva is simply supreme and to some extent bewildering 
and astounding. He is the most ancient god who found homage and 
worship in that distant past which the scholars have termed as 
pre-Vedic, the age of Indus Valley Civilisation. Even today he is the 
most glorified god. His phallic emblem is the common property of 
the whole of India—every street, every corner in a town or a village, 
even. forests, mountains, bushes, rivers, and tanks abound in the 
phallic images of Siva. He is the most popular and universally adored 
deity and, therefore, he has found the greatest number cf adherents, 
devotees, sculptors, builders and patrons for the propagation of the 
worship of this great god whose honoured place in the Hindu Trinity 
is well-known to everybody. ae : ख 

There is no dearth of material for the study of the philosophical 
background, or the religious sectarianism or the iconography or the 
sculptural monuments-in case of this deity. The voluminous Agamas 


and Tantras abound in descriptions of the beliefs and sects. revolving 


round this central god, - | 


Indian Sculpture for the major part is a Saiva Sculpture. Indian 
Architecture (which is mainly temple-architecture) too may be said to 
‘be predominently 89108 Architecture. The innumeral -linga-icons and 
the greater quantity of Saivite shrines, .some. of-which.like those. at 
BhuvantSvara, Khajuraho, Ellora, Rame$varam etc., are all to testify 
this remark of mine. Thus it is evident that it is not, very. easy to 
dwell upon Siva-iconography along with d background, the institu- 
ion of worship developed as a great religious and philosophical 
upsurge—the Saivism remified into manifold sects like PaSupata, 
Kapalika, Viraéaiva and  Pratyabhijià etc, in a limited space 
devoted to it here. It therefore requires to touch only those funda- 
mentals which are very essential to understand the different currents 
of ideology underlying this god-concept. 


Itmay be remarked here that from the standpoint of ideology 
Siva-iconography isa bit difficult to treat. The clear cut traits of. 


CC-0. Gurukul Kangri Collection, Haridwar 


jo —— 


“a 


ee i 


t 


iin 


Soy em Oe 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


SAIVA~PRATIMA-LAKSANA 233 


Vaisnavism, the clear cut Visnu-images like Dhruva-beras or Avataras 
are neither very difficult to understand nor very complicated to be 
dealt with, Here the case is different. The god-concept revolving 
round this most fascinating, bewildering, nevertheless, most beneficient 
and auspicious name Siva is a composite concept as is evident by so 
many associated and developed concepts like Pralayankara (samhz- 
raka) being especially associated with the act of Samhara (destruction) 
or Pralaya (absorption) in the Hindu concept of Trinity; Srasta and 
Sthiti-karaka ‘generally attributed to Brahma and Visnu); Anugraha 
or Prasada-karaka and Tirobhava-karaka (the doctrines of Pafica- 
krtyas expounded in Saiva tenets), as well as Yogi and Sastropadesta 
along with the concepts developed round the epithets like PaSupati, 
Bhiitapati, Mahadeva, Umapati, Mayin Dührjati, Kapardin, Krttivasas, 
Nilakántha, Trinetra, etc., etc. —vide Siva-Sahasrandma in the Mahi: 
bbarata, XIII. 17, and therefore, Dr. Baunerjea's observation : ‘this god 
concept in its developed phase arose out of the commingling of many 
such concepts current among different branches of the sáme ethnic 
stocks’ is significant and supports my’ thesis—vide Pratima-Vijriana, 
p. 91-100; where I have propounded that Siva is as much an Aryan 
as non-Aryan (or Dravidian). god. Siva, therefore, from this stand- 
point, the key point of any cultural analysis, may be taken to truly 
represent India and its culture as a whole. He jis a god of kings and 
beggars alike. He is an adorable deity whose adherents are equally 
found in all the castes and in all groups and people of diverse 
professions. The mythological exploits, the philosophica). concepts and 
the Tantric evolutions all taken together have given a mass of litera- 
ture and a complicated ritual, fully shadowed in the representations of 


his images in sculpture. 


With this general introduction, let us deal with the so-called 
history of ‘ajanma, 30841, Siva from the so-called modern scientific 


pointofview. . . Sn ELA TE zu 


The history of Siva has got two main angles—one religious and 
the other iconological. The former what is. termed Saivism is uot 
"very much directly related (० our present study and it has already 
been worked out by a good many scholars, notably by- the pioneer 
writer, Dr. Bhandarkar. I have also presented it in its salient features, 
of course with some new elements; in my Hindi work-Pratima-Vijndna. 


Nevertheless for a link it‘has to be succinctly dealt with here also. 
| E c 10५ Qakesits rise from the fundamental 
A : f Saivism takesits rise from the fundamer 
Religious history of Sal $i M SR m ; 


fountain notion that there were two princi 
z r " 
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having the sanctions of the Vedas and those as outside the Vedas oi / 
opposed to them. This latter class the Veda-Vàhya sect really 

provides the non-Aryan elements in the composition of Saivism and 

supports my thesis that Saivism is a composite religion in which 

both Aryans and non-Aryans (i. €., Dravidians) have played there full 

part. Thisis fully corroborated by the legends in the Puranas—vide 

the Var&hapur&na's account (E. H. I, Vol. 2., pt. l, p. 1-3) where 

the origin of the Pagupata-Sistra (one of the four principal schools 

of Saivism) is laid down, the earliest references to which are found in 

the AtharvaSiras Upnisad—vide Pasupata rites. 


Agamanta School: Later on arose the schools of Saivism as per 
the necessity for the foundation of a cult along with its philosophy (or 
metaphysics) and ritual These were evolved out in the Agamas. The 

aivism as evolved out in the Agamas was called Agamanta or the 
Suddha Saiva sect. These Saivagamas flourished to the south of the 
Vindhya ranges and were characteristic of that region. This also 
supports our view hinted below. 


In due course with the influence of North and philosophical tea- | 
chings, especially the Vedānta Doctrine of Monism, this god- provi- 
ded a fertile field for the Vedānta Saivas to come forward who base | 
their philosophy on the Vedas and the Upnisads. It would be interes- | 
ting to know in this respect that the Agamanta Saivas considered | 
Vedas as inferior to the Agamas for they assert that the former | 
came out of Siva as unconsciously as His breath (यस्य निःश्वसितं वेदाः) | 


whereas the twenty eight Agamas were personally and consciously 
dictated by Siva: 


AMG पञ्चवक्त्रात्त गतं च गिरिजानने | 
"d च वासुदेवस्य तस्मादागममुच्यते ||. 


It may further be pointed out that one great peculiarity of these 
Avaidika Saivas is their diksa, and this diksa, the ritual of initiation, 
distinguishes it from the prevalant religious practices of the day. The 
different diksas are elaborated in Rao's work (ibid 10-17) and also 
noticed in the writer's Pr, Vijii. p. 130-4, Thus two principal schools 
of Saivism—the 81079 and a-ghora (The milder form) arose. The | 
ghora form of Saivism may be taken up first. | 


The Pá$upata.and other schools; A reference has already been V 
noted to the rise of the school, the most ancie 
in that very/carly period of Indian history, 
tion—vide the images of PaSupati Siva, 
of ghora type are known by the names of 


nt school having its sway 4 
the Indus Valley Civiliza- Í 
The other important schools 
Kapalikas, Kalamuknas etc 
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Ramanujacsrya HOC the Kalamukhas, the Kapalikas and the 

AzamintaSaivas in Pa$upata school and Rao remarks:—“There is 

some justification for Ram&nuja including all the four under one 

name, the PaSupata religion, for all the four sectarians called the 

Jivatman, PaSu and Parmatman, Pati. In the latter times the PaSupata 

sect is known as the Lakuli$a PaSupata or ihe PaSupata sect founded 

by Lakuli§vara, who was considered as an incarnation of Siva himself. 

The tenets of the earlier PaSupata system with those of the one propo- 

unded by Laku i§a are identical and so in keeping with the assigned 

date of Lakuli$a i. e., 2nd century A. D.—vide Dr. Bhandarkar— 

Laku i$a must have to be regarded as the organiser or systematiser of 
the system and not as its actual founder—vide Dr. Bannerjea's article— 

(Procedings of the Jaipur Session of the Indian History Congress, p p.32). 

The great drive he gave.to the pre-existing worship of Siva-Pasupati 

according to the already accepted tenets was continued afterwards; 

his four immediate disciples, KuSika, Mitra, Garga and Kaurasya, 
are traditionally regarded as the exponents of the four sub-sects 
branching out of the PaSupata system. 


Without going out into details of these sub-sects (already taken 
notice in the writer’s Pr. Vijfi. p. 101-109), it may be said that all 
these sects represent the extreme or ghora type of Saivism and their 
apparently unsocial and outlandish practices appear to be reminiscent 
of the terrific aspect of Rudra-Siva and a very powerful sway that it 
exerted in the culture of India. When Siva-inconography rose to its 
height, these ghora forms proved to be a bed rock on which many a 
ghora-icon—the ghora or ugra—muürtis of Siva came into vogue—the 
subject to be delineated ahead. 


The Aghora or the milder (Saumya) forms of Saivism: Reference has 
already been made of the Suddha or the Agamanta Saivism which 
represents the earliest form of the milder form of Saivism. Its distinc- 
tion from the Vedanta Saivism is also pointed out. As we have 
already noted the immense influence that the Pafizarata Samhitas 
weilded on Visnu iconography (cf. the ‘Para’ ‘Vytha’ and ‘Vibhava’ 
doctrines and the consequent rise of extra-ordinary or the highest, the 
emanatory, the incarnatory forms of Visnu and his images), similarly 
Saiva A gamas did on Siva-iconography. The Yogardaksina, the 
Siva illustrate in an esoteric manner different 
ol—vide carya, kriya, yoga and 
ll-regulated religious life. 


Jfiana-daksina mirtis of 
sections of the philosophy of this scho 
jfana, the four parts or stages of a we 


Kasmira saivism: The other highly philosophical school of Sai- 


yism representing this moderate or milder form of Saivism is what is 
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called Kashmir Saivism. It is also known as Trika asit also deals 
with Pati, Paéa and Paéu. ‘But the followers’, say Dr. Banerjea (D.H.I 
P. 454) ‘of this monistic form of Saivism were not much concerned 
with the worship of Saivite icons...’ Nevertheless in my opinion the 
ideology underlying Sada$iva or Mahàásada$iva mürtis or Dvada$a- 
kala-sampürna-Sada$iva miirti (cf. the Aparajitapraccha) may most 
probably have come from the tenets of this philosphical school of 


Saivism. 


Lingayata or Vira Saivas—though themselves very modern (12th 
century A. D ) the sect of Lingayatas or the Vira$aivas simply sends us 
tothat hoary antiquity of workship when much of it was aniconic. 
They did not go for image-worship, but the worship of the ‘Ista- 
linga^ which they used to carry.on their body, (and hence known as 
lingayatas), comprised the.chief act of divine worship by the followers 
of the sect. i 


This brings us to the liñga worship and liñga-icons. It is really 
very difficult to determine whether worship of Siva in iconic form or 
aniconic one prevailed first. Scholars show their leaning towards the 
acceptance ofthe hypothesis regarding the earlier phase of Siva-wor- 
ship in phallic emblem. My contention, however, is different. . As 
per my thesis of this god-concept being a composite concept in which 
Aryans and non-Aryans both have contributed; it therefore behoves us 
to surmize that aniconic conception, the phallic worship was not 
deified symbol of any particular god. It was just a primitive way of 
worship. Like tree-worship, river worship, animal worship, the phallic 
worship was also conceived and was in vogue in by gone ages. Later on 
when wild, terrific and similar conception centred round Rudra Paŝu- 
pati in the Vedic age or even earlier-—the Indus valley period, this god 
was taken to be the most suitable deity for the assocoation with this 
form of emblem. Stories were concocted, mythologies made, philosophy 
evolved and this primitive emblem was saddled into the highest tenet of 
the religion and philosophy known as Saivism. The various concepts 
ame classifications in which Lingas are conceived and classified are à 
testimony to prove this hypothesis. We shall have to say something in 
this Soeur Linga-worship and lüga-icons. For the present, let 
us dwell a little further on the early history of Saivism and Siva. 


As already ‘ pointed out that ‘this religious angle of the historical 
analysis of Saivism does not help us very much in analysing Siva-ico- 
-mography though indirectly. it. did create a field for full growth, 
naturally the study of Siva from iconological standpoint must give.us 
sufficient clues in the formation of the background directly connected 
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with the evolution of iconography coming out of it. Letus therefore 
gay a few words on the god-concept in its historical perspective. 


Pre-vedic— Siva-Pa$upati: At the pre-historic Indus valley sites 
of Mohenjodaro and Harappa, a good many seals that were discovered 
by the archaeologists, represent a prototype of the historic Siva- 
Pa$upati. A detailed analysis and interpretation thereof may be 
seen in Banerjea's book (p. 159-60; esp. f. n.) where he says, ‘Marshall 
is justifiably sure about the divine character of the figure, and from 
its peculiarly distinctive attributes such as three faces, the Yogic asana, 
its association with animals,as many as five or six in number, its deer- 
throne and its horns, he concludes that the figure is a prototype of the 
historic Siva-PaSupati'. Marshall makes the interesting remask about 
the representation of the Indus valley divinities of the remote past that 
‘the people of Mohenjodaro had not only reached the stage of anthro- 
pomorphising their deities, but were worshipping them in that form 
as well as in the aniconic’; for the highly conventionalised type of the 
image of what he justifiably describes as the prototype of Siva Paŝu- 
pati’, ‘its stylized details and the fact that the kindred image portrayed 
on the faience sealing is being worshipped by the Nagas clearly point 
to its being a copy of a cult-idol' (D. H. 1. p. 175-6). 


In this connection I may be permitted to have a little digression. 
Not only the figures carved out on these seals and amulets etc. may 
be regarded as the images of the cult deities—here scholars agree—vide 
above observations of Marshall; but the question I may pose : How do 
we interpret a good many reproductions of mythical scenes on these 
so-called pre-historic objects? Dr. Banerjea may say *that they might 
also have contained the germs of different mythologies of later period’. 
I must most humbly differ. It means that the Puranas and the rela- 
tive accounts of these deities described therein owe their origin from 
these representations as reproduced on these objects. Why not have 
the courage to realise the true import of the Purana and say that 
history goes as far back as Indus-valley period atleast. They. can go 
in my opinion as far back as the first history of man; mankind and 
The Vedic departure as noticeable in the 
god-concepts and the ideology underlying in them may be accounted 
as the commingling with other peoples, they may be called Aryans 
or Iranians or Dravidians. It has always been so. The fice of 
the civilisation must get confluenced at stages of its onward journey. 


world at large began: 


Vedic :—We have seen the prototype of Epic ee Pure ic Siva in 
the pre-Vedic civilisation. His Vedic counterpart xad kudra Bes 
characterisation of Rudra as enunciated in the Sarätudriya in sö matty 
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epithets of the god, like Giritra, . Krttivast, Kapardi, Aghora, 
Nilagriva, Ganapati, Bhima, Sitikantha, Sankara, Sambhu etc. etc, 
may be taken corresponding to many mythologies elaborated and 
narrated in the Epic and Puranic literature. —— 


As regards the name Siva, occurring though in the Vedic texts of 
earlier strata, as one of the attributive epithets of several gods and -not 
of Rudra in particular, however, passed for a proper name in the 
later, Vedic literature (cf. the Sveti§vatara Upanisad —Siva as one 
of the various names of Rudra). A special mention ofthe Rudra-concept 
of Siva, in the Vedas, may be. made of his identification with Agni and 
he is also said to have given birth, by his contact with Prsni (the Earth) 
to the Maruts (the winds). This identification is also implied in?his 
epithet of ‘Kapardin’ as R.G. Bhandarker points it ‘the epithet 
Kapardin or ‘the weaver of matted hair’ is probabiy due to his being 
regarded .as identical with Agni, the furnes of which look like matted 
hair.’ As regards the later Vedic period, ‘the Atharvaveda presuppo- 
ses the rise of Rudra to the position of the supreme god, for it assigns 
various such epithets to. him as. Bhava, Sarva, Pa§upati, Ugra 
Mahadeva and ISina, The Satapatha and Kausitaki Brahmanas add 
ASani to this list thus making their number eight (inclusive of Rudra), 
each four of which typifying his two aspects, ghora (terrific) and 
saumya (peaceful); - Thus Rudra, Sarva (arrow-weilder), Ugra and 
A$ani characterise his destructive aspect, while Bhava, Pasupati, 
Mahadeva and I$ana, hisbeneficient one. Such well known names of 
Puráhic Siva as Sambhu and Sankara indicative of his beneficient 
nature occur as so many epithets of Rudra as early as in the 


Satarudriya which also contains epithets descriptive of the dark and 
fierce aspects of the god. : 


.Epic and Puranic:—In the Mahabharata (Vanaparva—vide Skanda- 
janma) the identity of Agni and Rudra is kept intact. The Siva 
sahosranamas provide additional elements in the exuberant growth of 
Siva-iconology and its complementary iconography. 


In the Puranas Rudra Siva emerges as the supreme god, one of the 
three members of Hindu Trinity. “In some of the accounts as we shall 
see soon, he is often found to claim Superiority over Visnu and Brahma 
both.” Iris therefore needless to g5 into details here (cca them in Rao:. 
The Visnu and the Markandeya (the birth of Ekadaga Rudras) Puranas 
may be purviewed for the history of Rudra. The different names of 
Siva—Mahadeva, Dhiirjati, Nilakantha, Sitikantha, Trinetra etc. etc. 
themselves have been worked out there illustrating many mythelogies 
associated. with him, | E: क i 
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It is needless to dwell in detail on the possible date of the complete i 
emergence of the cult centering round Rudra Siva, as it has been in 
vogue in that bygone age we call Indus valley civilisation. Apart 
from the archaeological data several literary data like Panini's 
Sütras ; Pataiijali's commentary, the Mahabhasya; the Br. Samhita 
of Varahamihira etc. etc. and some of the inscriptional data regarding 
Lakuli$a, the founder or systematiser of PaSupata sect of Saivism are 
all indicative of the fact that Saivism has been a very ancient religion 
giving edification to the multitude of men belonging to different: times 
and living in different climes. 


Linga-worship:—Before we begin the pratimalaksana, a world may | 
be added here on the linga-worship, the projiuitor of linga-iconography 
and its sculptures. The linga-worship is a very ancient institution as 
old as tree-worship. There is a belief among scholars (cf. “Primitive | 
symbolism as illustrated in Phallic worship" by Hodder M. Westrop) 
that this phallic worship was common to so many countries and not 
characteristic of India alone. Linga-worship had assumed an enormous 
importance in the cult of Savism. 810825 worship in a number of 
anthropomorphic forms will be taken idto account ahead but his 
worship in the symbol of linga is the most universal. The chief image 
in central shrine of a Siva temple is always a linga. Thus the antiquity 
of liiga-worship can be established from a good many historical data. 
The literary data of the Vedas and Puranas is a popular knowledge. 
The archaeological data including the numismatic and glyptic repre- 
sentations of the emblem as well .as some of the early sculptural finds. 
(cf. Gudimallam lingam) in our possession is also sufficiently strong to 
prove its hoary antiquity. - The hatred of the orthodox Vedists towards 
the Saivas might be traced in the Rgvedic references to the Sisna-devas 
which phrase unmistakably. may be taken to point out a great antiquity ` 
of litga-worship, which. was not only contemporary of the ‘Vedic: 
culture but also may be anterior to.it—vide so many inferences and 
references to. phallicism prevailing amongst the early Indus people. All 
these data have been worked out in detail by Rao-and Banerjea-and: this 
may be seen there. The present writer has also done some justice in 


his Hindi work the ‘Pratima-Vyn. pp 58-100 ecu 


^ ^ 


With this very brief outline of Siva-cult (see the details in Pr. Vijn., 
Chap. VI) forming the background of Siva-iconography, let us now 
proceed with the Saiva-Pratim@laksanas, the subject. matter in-hand 


CTS 


Óaiva icons have been broadly divided into two sub-divisions of, 
liig-icons—the liügas and the human forms—Rupa-pratümas, Both 


CC-0. Gurukul Kangri Collection, Haridwar — < pe 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
240 SAIVA—PRATIMA-LAKSANA 
these divisions are again classified into manifold classifications as we 


will presently sce. 
: LINGAS 


Its meaning: The very etymological meaning of the word: ¢ ga 
agfa भूतान’ etc. ‘Pr. Laks. p. 110, gives us the philosophical idea 
of the emblem—‘all the animate and inanimate world get into absorp- 
tion in the time of cosmic Dessolution, the true function of this Power 
associated with. Mahe$vara, the third member of Hindu Trinity and 
thisemblem, being the Final residue becomes the instrument of 
Recreation as ४८॥९-सुब्टि-काले पुनस्सुष्टं etc, The  Aparüjitapracchi 
further elaborates this conception by which Siva and Sakti both are typi- 
fied into this cosmic emblem. In the union of both the whole creation 
emerges. The two main parts of the Linga-the upper and the lower are 
said to represent the Sky and the Earth, in whose lap the whole creation 
is evolved and they are Sankara and Uma respectively. This interpre- 
tation fits in with the tenets of Simbhavadarsana which recognises the 
combined aspects of both these Primordial Principles forming the 
ultimate Reality. The Bhagavata and the Linga Puranas also corro- 
borate this meaning of Linga. 


Its divisions and sub-divisions: According to the texts like Mayamata 
and Iéanaéivagura-deva:paddhati (cf. Pr. Laks. p. 110), Ling is broadly 
of three kinds: Niskala, Sakala and Miéra. Linga proper is Niskala, 
Sakala is Bera or: Pcatim&,. the ‘full image (hence rüpa-pratima), the 
second broad division of Saiva icoas-which is ‘lingodbhavaiva’ and 
Mira is mixture of both what is called Mukha-linga. ; 


Now this Niskala Linga, the Linga proper is of two varieties, the. 
Sthdvara and the jangama, or acala. and cala. 'The latter variety is 
consisted of the six main types in accordance with the substances they 
are made of, Accordingly the criterion of the classification of-the- 
Lingas in the Samarangana-Sitradhira is the different substances of- 


which these are made (cf. the classification of image$ below Pt, I Ch. 11. - 
These substances are;— i. 


l. Mtt (earth); 


2. Lauha (stands for all metals—iron, copper, brass, silver and 
gold together with lead etc.); UD tan ; 

; 3. Ratnas (gems of various kinds—pearls, corals, cat's eyes (vaidü- 
ug ४) d ले topaz (pusyarüga), emerald and blue stone and 
magis like Siryarkgnta and superior stones like Sphatika etc. — 
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4. Daru (Timber obtained from such trees as Sami, madhuka, 
karnikara, tinduka, arjuna, pippala, udumbara, and milky trees (cf. 
jack—Rao) khadira, candana, 8@la, bilva, badara and devadaru etc.); 


5. .Silà:. “The stone lingas included in the class of cala-lingas are 
perhaps those small ones which are worn on the person by the people 
of the sect of Saivas known as the Jangamas, Lingavantas or Lingáyatas 
or Vira-Saivas’—Rao; 


6. As regards the sixth variety of this class of lingas, the ksanika 
lingas—the temporary ones, they are made then and there for puja and 
after the püj& is over, are cast away. Their materials are: sikata 
(sand), uncooked rice, cooked rice, riverside clay, cow-dung, butter, 
rudraksa seeds, sandal paste, kürca grass, flowers, jaggery and flour. 


It may be remarked here that no separate Pindika-pedestal is 
needed with Brahma and Visnu bhagas marked separately in the Cala- 
lingas. Similarly the lines to be marked on the Acala-lingas need not 
be worked here. 3 


The Samaraügana-Sutradhara also mentions the different rewards 
which these different varieties of the Cala-lingas bestow upon the 
worshippers,— Vide Pr. Vijn. p. 200. 


Acala Lingas. The classification of the asthavara lingas may be- 
tabulated in the following manner according to the principal authorities 
—vide Pr. laks. p. 110-111 and Roa’s: 


Suprabhedagama Kamikagam 
. |.. Syayambhuva _. | 1. Svayambhuya 
.2. Pürna .. 2. Daivika 
3. Daivata . 3. Arsaka 
4. Ganapatya 4. Ganapatya 
5. Asura - i 5. Manusa and 
6. Sura 7. Bana 
2:2. Arsa - Makutagama 
8. Riksasa l. Daivika 
9. Manusa and 2, Arsaka 
10. “Bina - 3. Ganapa and 
e 4. . Manusa 


The Svayambhuva Lingas—as the name indicates-are those that rose 
existence by themselves . and had existed from times 
c are above the rules of the iconographical prescrip- 
too is not very elaborate to be attended upon. 
geography every village possesses a linga of 


upand came into 
immemorial. Thes 
tions, their jirmoddhara 
According to our sacred 
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this type; otherwise for its stereotyping our texts point out sixtynine, 
2 E a . e E * “४ e 
places possessing these lingas—vide the list given in our Pr. Vijn: 


p. 276-77. 


The Daivika-lingas.—'are recognised, according to the Makuta- 
gama, by their characteristic shapes. They ENS of the shape of a 
flame or resemble a pair of hands held in the anjali pose; they may 
have rough exterior with elevations and depressions; deep hollows and 
Scars resembling tanka (chisel) and Stila (trident). The Daivika 
lingas do not possess the brahma or pár$va-sutras'—R ao. 


The ganapa lingas—‘are those that are believed to have been set 
by Ganas. They are of the shape cf the fruits of cucumber, citron, 
woodapple or palm'. : / : . j 


The Arsa lingas.—also as name indicates, are those that are set. 
up and worshipped by Rsis; they are spheroidal in shape, with the top 
portion less broad than the lower portion; in other words, they are 
like an unhusked coconut fruit. i ija i 


Both these, the latter two like the Daivika ones are without 
Brahmasttras: The Kiranagama informs us that all these four types, 
Svayambhuva, Daivika, Ganapa and Arsa have no shape (rüpa) and 
recognised only by. their -characteristically respective. shapes.: Before 
we take up Manusa-lingas and Bana-lingas, let us dwell a little more 


on what the two most representative- texts, the Manasara-and the 
Samarangana say on this subject; 

Manasara’s,—classification of Lingas is the most scientific account 
to which the scholars have not given their thoughts. It takes all the 
bases in its account as per the following tabulation: 


(i) According to sectarianism — Saiva, Paina) विश यी, 
Mahavrta, Vama and Bhairava; 5 
(ii) according to: 


shape—Samakarna, Vardhamanaka, -Sivanka 
and Svastika; tad ; P 


gip CT the height—Jati, Chanda, Vikalpa and. Ábhasa 8 
(iv) according: to: the .breadth or width—Nagara, Dravida and 
Vesara s, . oe Divide | 
(v) according to the origin—Svayambhuva or Udbhiita E ; | 
; Manusa, Ganapa.and Arsa; TOUCHE ० 
— (vi) according to purpose —Atmartha ( ey 3 £ ; | 
í : Sis Ersonal | 
(public) ४४७0 c «Soh! MSs Walon Pgisona ) ors Parartha 1 
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(vii) according to Installation— Ekalinga or Bahu-linga; 


(viii) according to substances or materials — Vajra or 


Sauvarna 
ctc. etc. and 


(ix) according to time (duration)—Ksanika (temporary) or Sthira 
(permanent). 

Samarangana-Sutradhara has devoted a separate chapter, a big 
chapter of more than three hundred lines to it. The treatment shows as 
if it is in continuation with the temple-architecture, because after all 
what is a temple? It is only a house where a deity is to be housed and 
what is that most prominent a deity which in the mind of the Saive king 
Bhoja living in the vicinity of Mahakila at Ujjain could be? It is the 
phallic emblem of the most popular god Siva. It may, also: at the 
very outset, be pointed out that the-whole of this chapter is corrupt, 
and it is difficult rather impossible to have the most authentic informa- 
tion on this most elaborate theme of Phallic emblem, its varieties, the 
materials of which it is made, thc pedestal and the other accessories 
to be placed side by side, iri the Prasada, the Siva-temple. Nevertheless 
there are still a good many verses providing lingas their reconstruction 
'of the whole picture and more so when the traditional lore incorpora- 
ted in other books is there for our guidance. i 


The treatment of the Linga, the emblemetical phallus of Siva in 

the Samarangana Sütradhüra (Ch. 70) is unique in some respects as it 
‘introduces a novelty by its descriptions of the Lokapala-Lingas like 
Agneya, Aindreya etc. which is not found elsewhere. The classification 
of Lingas from the point of view of the materials of which they are to 
be made, though traditional, is unique in the sense that it gives the 
relative merits of each and every material. In works like Manasara 
and others, various classifications have been given (see details in the 
Ency. H. A. page 441-42), but the text does not bather about the 
traditional accounts. Classification of lingas etc. here has only a three- 
fold criterion, firstly the proportions of the measurements in relation 
both to the temple, the Prüsada and the worshipper; secondly the 
materials of which they are to be made; and thirdly the agency by 
which they are founded on all quarters (perhaps to indicate the 
universal character and the overlordship of the God Siva whose 

- emblem it i: Other. details like the varieties of the pedestals of the 
-Phallus, their proportions of measurements and the parts and other 
„accessories we shall presently see. Let us first have a bird's eye view 
_ of the general nature. and classification of ue Lingas- The eat 
. sources give different classifications, but auping Taane of the classifi- 
. cation of the Samarangana Sutradhara 1s its inclusion of (rather parti- 
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cular emphasis and extraordinary praise it has bestowed upon as already 
referred to the Lokapala-lingas like Aindra, Agneya, Yamya, Varuna, 
Vayavya, etc. etc. Similarly it has some other innovations to add in 
the traditional classifications: of the Acala lingas such as Prijapatya, 
Brahma, Sambhava etc.etc. There are still some more varieties, 
particularly of Minuga lingas, such as Astottara-Sata-linga, the 
Sahasra-linga and Dhara-linga etc. The first and second varieties are 
obtained by carving out the 108 or 1000 lingas on the Puja bhiga 
of the Linga-proper. We shall presently see all this. 


Linga by its symbolism, requires Pitha as its component part. 
It is also called pindikz. They can have any number of shapes. In 
Samarangana Siitradhara they are designated into several classes like 
Prithvi, Pavaki,  Pürn&, Bhabhavati,  Trapaksi, Candrakala, 
Samvarta, Nandika etc. etc. 


Next details about the Lingas are the parts of its pedestals, like 
Mekhala, Pranala or Nala and Brahma-Sila and the installa- 
tion of the images of Brahm and Visnu in the vicinity of the Linga 
in the central shrine of a Siva temple. Brahma is to be installed in 
the left while Visnu on the right of the central Linga. 


Now with this brief outline of the Lingas, we have also to admit 
what Dr. Banerji remarks aboue these so many types of Shivara Lingas 
like Svdyambhuva etc: ‘Students of iconography are not much con- 
cerned with most of these classes, the Jast two Only of the second list, 
he. Minusa hnd Bina lingas being necessary for our study’, Accord- 
ingly these may now be taken in a bit more details. 

Manusa lingas:—The manusa or man-made lingas form the largest 
group of the Sthira-Lingas and are made up of three parts known as 
Brahma-bhiga, Visnu-bhaga and Rudra-bhāga. The first is the 
square lowest section, the second the octagonal middle one, while the 
third or the topmost one is generally cylindrical. Rudrabhaga is 
known also by the name of Pujabhaga, for the offerings of water, 
Homer and other objects are usually put on its tops; the two other 
secti: ns are inserted inside the pedestal (pithika) and the ground. It 
may be noted that on the Rudra-bhaga of all the Manusa lingas 
are carved certain lines called brahma-sütras and the tops of the lineas 
technically known as Sirovartana are fashioned jn a number of fonus: 

l This isa device to demarcate the nut from the shaft, These tops are 
of several kinds—five according to Mayamata—vide Pr. Mio 111 
2 (under ferg निवेश: E faga गाः) T. e. umbrella-shaped, the cucumber- 
shaped, the egg-shaped; the half-mcon-shaped and the bubble-like: 
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As regards the brahma-sütras, it is the tracing of certain lines on the 
Linza. These: lines are also called laksanoddharana, manirekha, 
pür$vasütra.etc. With a technical device of two parralel vertical lines 
being joined at their tops by a curved line whose curvatures resemb)- 
ing that of the top or Siras of the linga, the Sirovartana of the linga is 
accomplished. This device gave rise toas many as the following five 
technical varieties : 


1. AstottaraSata-linga—here 108 miniature lingas are required to 
be carved on the püja-bhaga of the Suredhya linga 4x27 by the in- 
cision of parallel horizontal and vertical lines and by chamfering the 
edges of the resultant criss-cross sections. 


2. Sahasra-linga—is obtained by 11x91 horizontal and vertical 
lines on the Ádhya-linga i. e. 1001 in the same manner as expounded 
above. Dr. Banerjea remarks: Multiple representations of the emb- 
lem are regarded as very pious by a Saiva devotee, and sometimes 108 . 
Sivalingas designated by 108 of the numerous names of Mahadeva are 
installed in concentric rows of separate shrines. 


3. Dhari-linga—is. one, the püjabhaga of which has round it 
vertical fluted facets ranging from five to sixtyfour in number, ‘the num- 
ber of the vertical flutes according to the Suprabhedagama being five, 
seven, nine, twelve, sixteen, twentyfour and twentyeight The flutes 
on stich emblems served the purpose of draining’ the water poured on 
their top, which then was’ ejected through the nala projection of the 
pithika. It is enjoined that this variety is cut on the Sarvasama-linga. 


4. Mukha-linga—is distinguished by others in that it bears one or 
more human faces sculptured on it. ‘These faces from one to five 
correspond respectively to the five aspects of Vamadeva, Tatpurusa, 
Aghora, Sadyojata and I$8na of Siva, the last one being represented 
on the top of the Linga, other four in the four directions. The Eka- 
mukha type of Mukhalinga has a. nice illustration in the Lucknow 
Museum Ex. No. 42, other illustrations are also mei—cf. D.H.I. p- 461. 
The fifth variety Saivestya Linga may not be delineated upon- 


The Manusa lingas are grouped under different heads in the 
Agamas and the Silpa-texts like the Mayamata and the Manasára on 
the basis of different criteria. The criterion of the different ways of mo- 
delling the Rudrabhagas resulting in the above types of Manusa-lingas 
is already seen. Another method is based on the measurements of the 
three sections of the emblem, the names varying as their proportions 


differ and a brief notice of them may also be taken; 
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-.SarradeSika lingas—are those whose measurements depend upon 


the length of the side of the céntral shrine —diffrent proportions of the’ 


lengths are fractions such as. three-fifths, five-ninths or half of the 
length or the. breadth of the central shrine. 


Sarvasama—is also called Sarvatobhadra in, which all the three 
sections, brahma, Visnu and Rudra bhagas are equal in length. 


Vardhamana lingas—(or suredhya) take ofthe proportions of the 
three sections as 455,6, or 5,6,7, or 6,7,8, or 7,859, prescribed for the 4 
castes respectively. 


Saivadhika lingas—too take these proportions in the above manner: 
7,7,8, or 5,5,6, or 4,4,5, or 3,3,4, fit for the four castes respectively, 


Similar proportions are laid down for the other types like Svastika 
(Anadhya), Trairasika, Adhya etc. etc. 


Asregards the width of these lingas, the rules are not wanting. 

- Divide the total length of the linga into 16 equal parts; the width of 
Adhya, Anadhya, Suredhya and Sarvasama lingas, should be six, five, 
four and three parts respectively. | 


Similar proportions are also laid down in case of the Nagara, 
Dravida and Vesara (sub-varieties being Jayada, Paustika. Sarvaka- 
mika) types also and they need not be pursued here. a= 


Bana-lingas—are -a special variety of lingas as they are neither 


human nor divine (i.e, Daivika etc. or Manusa etc.). 
deemed as natural, nevertheless have a vivid mythology about their 
origin—vide the A.P, 205 where jts sanctity is associated with the 


falling of the Tripuras of the great demon Bana inthe midst of the 
two sacred rivers Ganga and Narmada. * 


They may be 


These, therefore, may be taken as representing the aniconic Saiva 
tradition as Silagramas and Sticakras do in case of Vaisnava and Sikta 
ones respectively. Like Salagramas, B 


àna-lingas are also, fished out of a 
Particular river bed, the former from.the Gandaki the latter from the 
Narmada. Rao says, 


E ‘These bana-lingas are said to be found ‘in 
Amare6vara, on the Mahendra mountain, in Nepal, in the Kanyatirtha 
and ASrama near the same place. It is considered that each of these 
places contains a crore of bana-lingas, and that there are three" crores 
of bana-lingas in each of the following places of Saiva pilgrimage, 
namely Srisaila; Linga-Saila analigarta’, वेद नमत 
Regarding their iconographical developments, 


A “the - Apar&jitapra- 
ebha—vide Pr. Laks p. 129, prescribes as many as 14 varieties which 
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€oncern with their particular shapes beginning with * ekasca’ upto 
Per : 

*caturda$asra' resulting from the worship offered by different deities 

and getting different rewards. The 


details may be d eo. 
Pr. Laks. ibid. y seen in the 


Linga Pithas, In connection with the Manusa lingas, their pithas 
may also be described just here. Lingas and their pedestals stand in the 
relationship of Adharadheya—Pitha, the Adhara, Linga, the Adheya. 
The Pithas or the Pindakas can have any number of shapes : square, 
oblongular, octogonal, elongated octagon, hexagon, elongated hexagon, 
duodecagon, elongated duodecagon, 16 sided regular or elongated, 
circular elliptical, triangular and semi-circular in the plan. Ina 
square pitha, the length of one side of it may be twice the length of 
the pujabhaga or equal to the total length of the Linga. Various var- 
ieties result in the variOus proportions in which they are divided and 
sub-divided—vide Rao’s book p. 100 (Vol. 2, Pt. I). Rao further informs 
us that the length of a side of the pitha may be equal to three times 
the diameter of the Linga or equal to the periphery of the pujabhaga 
or equal tothe periphery of the Visnubhaga. Similar details are 
enjoined in regard to the height of the pithas—vide Rao’s book 
(ibid). à 

Kind of Pithas: As these pithas are made of one, two or three 
slabs of stone placed one on the other and shaped with various kinds 
of ornamental mouldings arranged in tiers one over another, they have 
different varieties according to the number and form of the different 
kinds of mouldings—vide the Minasdra. 


Pithas 2 Mouldings 
l. Bhadra:pitha ; _ L Upana 
2. Mahambuja-pitha 2. Jagati 
3. Srikara-pitha Y , 3. Kumuda 
4. Vikara-pitha : 4. Padma 
5. Mahàvajra-pitha - .5. Kampa . 
6. : Saumyaka . » 6. Kantha. 


_ 7. Srikimya » . 1:६1. sPaglikg oss == gas 
12.8, Candia >it: a2 कद TN PN nO 

nd Qn Majra:csods us ९ te CGI 
: According to the HayaSirsa and the Aparajitapracch@, the follows 
ing-is the list of the pithas: =~ * 94 a gy 


: ककी: ac z 35 MONET Ies 


Hayaéirsa . i368 = diorai 
1. . Sthandila - J. Sthand vo wget 
TES VERO padn eo CONSID NSE oe 

» 3.01 Vedi 3. Paki 
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4. Mandala - 4. Vedi 
5 Purnacandra . 8. Mandala 
6. Vajr& 6. Pürnacandrá 
7. Padmü 7. Vajri 
8. Ardba$a&i 8. Padmakrti 
9, Trikona 9. Ardhacandra and 
॥0 —P 10. Trikona 


Pitha-nala.—The upper surface of the pitha has a water sprout to 
allow a fiee flow of water and it is called 7818, 


We have already seen that stones employed in the construction 
of the lingas and their pithas should be masculine and feminine respec- 
tively—vide Chap. V. ‘Iconoplastic Art’. ; 


RUPAS—ANTHROPOMORPHIC FORMS 


In sculpture Siva is found in two forms—the human and the 
phallic emblem. Accordingly I have devoted two sections. Lingas 
have already been dealt with. The present section will examine his 
human forms as described in the Agamas and Tantras ably, made use 
of by Sri G. Rao in his Elements of Hindu Iconography. But to make 
this account in keeping with the Samarangana’s whose accounts of the 
image are in the line of those of the Puranas, first I-shall deal with the 
Pauranic accounts of this god as found in the Samarüngana Sütradhara. 


There are two main aspects of the Siva figure treated in the Sama- 
rangana Sutradhara, one of mild disposition (Saumya) and'the other 
of fierce disposition (Raudra). In the former disposition, his figure 18 
represented as having clotted hair shining with moon (candraiikita- 
jatah) with blue neck (nilakantha), having an extraordinary crown, I 
believe it to be one formed. with matted hair aud the moon hence 


extraordinary, having three eyes glowing with the lustre akin to that of 
the moon herself. , The number of hands inh 


is figure may-range-from 
two to thousand, 


Ia his mild form however the number eight is the 
limit. A more important Weapon in his hands according to ‘the Sama- 
rangana Sutradhara is the Pattiéa. His figure must have serpents all 
over the body and is clothed in the skin of an antelope. Now as regards 
the fierce form, the text prescribes as Many as thousand hands, but 
more usually eighteen hands, twenty hands or hundred ‘hands. In 
nt, the skin of a lion instead that of 
an antelope is recommended, Again it is to be surrounded by ganas. 
The teeth are represented as'sharp and coming out. "There should be 
a garland of skulls. :The crescent moon on the head is common to.both 
the forms and so is a glowing lustre, His chest has to be bulging. and 
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bursting i, € robust, he has to look terrible, ugra-daréanah. This 
form is especially suited to places of cremation, smaSana and forests. 
Further the text is more informative regarding the hands in the diffe- 
rentlocations. In the capital, the figure of Sivaisto be shown with 
only two hands, in a town (pattana) with four hands, and when his 


figure is to be set either in the midst of a forest or in a cemetry, 
he may be shown with twenty hands, Another point of interest brou- 
ght out by the work is that the mild and fierce forms of the gods vary 
with the location and so is the case with this deity. He is of mild form 
if placed in a mild locality, say town or village and he is of a fierce form 
if placed in fearful surroundings, (for references see Pr. Laks). His 


companions are kimpuruSas, the pramathas and the ganas, etc. 


“This account of the Samarangana Sütradhara is a bit copious as it 
is full of all details. It is more elaborately treated in other sources, the 
Pūrāņas and Pujapaddhatis like that of Hemadri. The only attribute 
most common in the figure of Siva left out in the work is the buil, his 
vehicle. Again the other attribute left out in this account is that of 
having five faces in some of the varieties. All these, together with so 
many other attributes are following soon. The most striking illustra- 
tions are the dancing Siva, Haragauri, Umamahe$vara, Ardhanari$vara 
Harihara and Bhairava, (so popular and terrible, a form of Siva, 
rather the Pürnarüpa (cf. Sivapuràna). 


*Metaphysically, the Siva form represents Goodness (Sivam) and 
the state of Gunatita or being above the attributes. His bull has been 
regarded as Dharma. His other form, the Rudra form, may ‘be taken 
as the destructive power of the Universe. Time destroys everything 
and Siva is identified with time whose symbol is a serpent, catching 
the tail with its mouth and thus making a wheel without a beginning 
oranend........His wild dance is the dance of the spheres, the dance 
of the ultimate dissolution of the world........His trident, the skulls 
and also his cobras are the very symbols of destruction” (I. I. p. 23). 
Similarly Sakti or energy and Sakti-man or the. Being are symbolised 
in Um&-Maheávara. The ultimate unity of time and space is symbo- 
lised in Harihara form, Hara-Siva representing time (Mahakala) and. 
Hari-Visnu representing space- A ~ TTS 

The mythological accounts. centring round his two marriages, 
hird.eye which burnt Cupid are all well-known. 


his companions, his t : EDU di 
and his third eye is the jfíana-netra or the eye of 


He was a great yogi, 
intuition or *direct vision". 


Saivism as a very powerful cult of religion and philosophy a 
given rise to varied iconographical representations of this god, & 
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detailed. notice of which has been taken by the learned ‘author 
of the ‘Elements of Hindu Iconography’. 


In my Pratima-Vijiana (pp-262), these rüpas of Siva have been 
been arranged in the seven general classes which have to be improved 
upon here reflecting, of course, the two broad divisions (as already 
hinted above) of Santa (the Siva) and ASanta (the Samhira) aspects in 
which this deity has been conceived from the times immemorial: 


Santa Ugra Miscellaneous 
1. Sadharana and l. Samhars l. Vidye$varas. 
Asadharana. 2. Bhairava 2. Mürtyastaka 
2. Saumya-Sünta. 3. Kankala and 3. I$&n&di Pafícamürtis 
3. Anugraha. Bhiksatana 4. Mahitdeva 
4. Nrtta and 4. Aghora : 5. Siva-ganas. and 
5. Daksina. 9. Rudras. Siva-bhaktas 


Now before we.take up these groups one by one, a special mention 
is required to bring home to the readers, the fundamental superiority 
of the Linga as the characteristic representation of Siva. All these | 
groups of images really result from the Linga itself i.e. ‘Rupapratima 
Lingodbhavaiva’—vide the Silparatna quoted in Pr. Laks. p. 133, and 
according to this authority, the great Saivas have proclaimed the 
following 18 types of Lingodbhavas which in their turn really engulf all 
the aforesaid groups of Saiva icons: 


l. Sukhasana. 10, Gajahz . 
2.. Skandomasahita ll. ‘ PaSupata 
3... Candrasekhara "^ 12. Kankala 
4. Vrsavahana ` 13. Bhiks&tana 
: ‘5. Nrttamürti ; ] 14. Ardhanārāyaņa ` ` 
6. Gangadhara ; 15. Cande$varaprasida ` 
7 Tripurāri. . . ... 16. Daksinamürti ; 
8.: Kalyajasundara | 17. Kalari and | 
. 9. Ardhanarigvara | 18. ? 


Rao Gopinatha, however, takes Lingodbhava as a special: class of 
Siva image which is also supported by a story given in the Linga, the; 
Kürma, the Vayu and the Siva Puranas. Siva is said to have 'appear- 
ed in. the form of a blazing pillar of immeasurable size to quell the 
pride of Brahma and‘ Visnu. “The mythology coiinected with this 
type of Siva. image, a combination of the god’s human as well as his 
columnar form (he is also called Sthanu) relates how Brahma and 
Visnu were at one time disputing their individual claims for the- crear | 
tion of the universe. Siva suddenly appeared before them in the form’ | 
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ofa blazing column of fire. Brahmi and Visnu tried respectively to 
find its top and bottom, but they failed. Brahma, however, falsely 
asserted that he had succeeded in his effort for which falsehood Siva 
cursed him never to have a cult of his own. Visnu confessed his inabi- 
lity to find the ground of the column; Siva, who had in the meanwhile 
become manifest in it, blessed him to have his own cult almost equal in 
importance to that of himself. This theme undoubtedly evincing a 
sectarian bias, was very much popular with the Indian artists of the 
early and late: mediaeval periods. Rao has illustrated three reliefs in 
illustration of this theme, from Conjeevaram, Ellora and Ambar 
Mangalam The Chola sculpture being illustrated here is from the 
Brhadi§vara Temple of Tanjore; it depicts the story in the usual but a 
summary manner. The worshipping figures of Brahmz and Siva on 
either side of the flaming pillar as in the sculpture from Da$avatüra 
cave Ellora are absent; but the four-armed CandraSekharamiirti of 
Siva with para$u and mrga in his back hands, the front ones being in 
the abhaya and katyavalambita poses, is beautifully carved inside an 
elliptical cavity on the surface of the column which is decorated with 
a festoon design on its top. Brahmi is shown flying up in its top left 
corner, and the boar-faced Visnu is depicted burrowing dowa below. 
The South Indian -reliefs of Lingodbhavamürti are usually of the 
Ellora and Tanjore types. The motif is not very common in Northern 
India but reference may be made here to one very interesting sculpture 
illustrating the theme, which is now in the collection of the Rajputana 
Museum, Ajmer. The long slender column on which Siva’s figure is 
depicted has the figures of Brahma and Visnu depicted on its sides in 
the act of soaring upwards and coming downwards respectively, and 
there are some accessory figures clustering round tbe central object; 
Brahmi and Visnu are again shown as respectful attendants of Siva. 
(J. I. S. O. A., Vol. IX, Pl. X). The emblem itself enshrined in the 
main sanctum of many south Indian shrines looks like a huge 
column of a very wide growth (cf those in Brhadisvara temple 
Tanjore, Ksitilinga at Siva-Kanchi, Jyotirlinga at ERES etc). 
It may be incidentally suggested here that the ere of c PES 
upright stones to commemorate one's MELONS, was a funerary practice 
Goldene जन only to the people of ancient India, but also to many 

^ : f the world. It appears that this practice had 
otber ancient nations o À 

E : growth and development of the phallic 

also something to do with the gro 
cult in India’— Dr. Bannerjea (D. H. I. p. 463-64) 


SADHARANI MURTI 


| Me Am the lost thread the Sidhirani here does not प५8 8 | 
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ordinary image. It means the popular conception of the image of Siva 
as is also very popular in sculptures. The best description of this type 
of image is already taken into account—vide the S. S.’s laksana (Pr. 
Laks. p. 136). The Minasira and the Visnudharmottara (ibid 135) 
also bring out practically all the characteristics associated with this 
popular form. 


ASADHARANI MURTIS: 


In this class are grouped SadiSiva, Mahiüsadüésiva, PaSupata and 
Raudra-PaSupata—vide Pr. Laks. p-133-37. Sad@Sivamirti and 
Mahásadá$ivamürti are remarkable for their high and abstruse 
philosophy. . The whole philosophy of Suddha-Saiva school. of Saivism 
is contained-in the positing of these two mirtis of Siva. Rao says 
«Sada$iva is the highest and the Supreme Being, formless, beyond. the 
comprehension of anyone, subtle, luminous ani all pervading, not 
contaminated by any qualities (gunas) and above all action (karmas)" 
This abstruse conception of the SadaSiva-mirti has fortunately been 
idolised in material form—vide sculptural representations to be noticed 
ahead. “Mahasadaéiva is conceived as having twenty five heads and 
fifty arms bearing as many objects in their hands. The five heads of 
Sada$iva representing five aspects of Siva (Paficabrahmas) are each 
substituted by five heads making on the whole twenty five which stand 
for twenty five tatvas of philosophy.” 


Sadaéiva:. The Kamikagama (Uttara)—vide Pr. Laks. p. 136 ‘states 
that the colour of SadaSivamirti should be of white colour and be 
standing upon a Padn.asana. There should be five faces and the 
heads be adorned with jatimakutas, whose jatzs are required to be of 
brown colour. Sadaéiva should have ten arms; in the five right hands 
there should be the Sakti, Stila, khatvariga, abhaya and paraSu and in 
the five left ones, the bhujangama (a snake), aksamala,damart, nilotpala 
and a fruit of matuluiga. Or, 83१8109 may be conceived as having 
only one face set with thrce eyes which represent the Iccha$aki, the J ña- 
naSakti and the KriyaSakti; with the Candra-kala (the crescent moon), 
which stands as a symbol of Jiina (Wisdom), tucked up in the Jatama- 
kuta and adorned with all ornaments and yajfiopavita. Manonmani, 
the Supreme goddess should be standing by his side’. The illustrations 


~ given by Rao depict this description of the text in good many details. 


Dr. Banerjea has also illustrated this figure into two such reliefs, one 
hailing from the extreme east of India and the other from the extreme 
west and his comments are worth reproducing:.‘The five faces primari- 
ly represent the five aspects of Siva, which are Sadyojata, me | 
Aghora, Tatpurusa and 162a, which in their turn are associated with 
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five different SadaSivatattvas or Südükhyas known as Sivasic@shya 
Amiirttasidakhya, Mürttasadükhya, Kartrsadakhya, and Karmasdg- 
khya. The estoerism of Sad@Sivatattva, to symbolise. which these icons 
weremade, is not clearly understandable from the images themselves, 
but their Agamic description is partly followed in these sculptures.” 


As regards MahiasadaSiva, the ManaSara (Pr. Lak. P. 137) states 
that Mahasada$iva should be represented with twentyfive faces, having 
on the whole seventy-five eyes and fifty arms, The heads should be 
adorned with jati-miakutas and the ears with kundalas and there 
should be a number of snake-ornaments (sarpülanküra). One of the 
hands should be held in the abhaya and another in the varada pose 
respectively. A representation such as this is rarely found portrayed in 
sculpture; one instance is found in Vaitti$varankoyil (Tanjore distt). 
made of brick and mortar. In this, one other peculiarity is also 
observable, namely the heads are arranged in tiers in arithmetical 
progression. The topmost tier has only one head, the next one below 
has three, the next five and so on till the last tier has nine heads. Only 
those heads which are on the borders of the triangle of heads could be 
adorned with jatimakutas and they alone are actually ornamented 
with these in the sculpture. Surrounding the image are two flower 
garlands so put on as to represent a sort of prabhàvati. Out of the 
large number of hands, one is held in the abhaya and another in the 
varada pose.—R ao's version. 

Aparüjita-pracch& (Pr. Laks. p 137) describes this aspect as 
DyadaSakali-sampurna-Sadasiva, which is not only unique in the 
ideology but also remarkable for its representation in some of the 
reliefs of Bengal—vide Haridasa Mitra's elaborate article on 
‘SadaSiva-worship in Bengal’. Dr. Banerjea also supports it by his 
remark: ‘The Sena kings of Bengal whose ancestors hailed from the 
South ‘Karnata country) were devout worshippers of this aspect of the 
god and they used the figure of their chosen deity as their seal-device". 


As regards the Paáupata and RaudrapiSupata mürtis reckoned here 
as extraordinary forms, they may not be dwelt at length for exigencies 
of space. It may however be pointed out that Raudra-Pasupatay as 
its name indicates may not be taken as illustrating the terrific e 
Itis really the characteristic aspect of Siva from the standpoint 01 the 


iconology of the image forbidden to go for its terrific iconography— 
vide the AmSumadbhedagama: 1 dev 
. रः येत्‌?” e 
«qag रौद्रमूर्ति' तु प्रतिमां तु न कार 
nd that Rao takes both these forms 


A i t 


medieval 


m -Fris perhaps with this backgrou 


> RE: | 
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Pasupata and Raudra-paSupata as allied to CandraSekharamirtj 
=—vide E. H. I. Vol. 2. pt. I pe 125. 


SAUMYA AND SANTA MURTIS 
Among these the following may be described in brief: 


Ardhan&ri$vara—goes to the very core of the primordial aspect of 
creation asis supported by the Siva-purana’s account. The story is: 
Brahma first could create only Prajapatis and felt uneasy at the slow 
progress of the creation—only males and unless there were females too, 
how conld creation proceed? He therefore contemplated on Mahe§- 
vara who appeared in the Ardhanariávara form and at this composite 
form of Mahe$vara, Brahma realised his error and prayed to the 
better half of Mahe$vara to give him a female to proceed with the 
creation and request was complied and the creation went on afterwards 
very well. 


Another iconological concept of this figure comes from the 
Markandeyapurana where the sage says that Rudra and Visnu are 
the creators of the Universe and they form the Ardhaniii$vara aspect 
of the former deity. Here the allusion is to the Haryardha form of 
Siva already expounded—vide Dvimürtis - Vishnu, the Mohini. That the 
male and the female principles are inseparable and ever found together 
in cosmic evolution is the real import of the Ardhan&ri$vara or 
Haryardha forms of Siva—cf. Kalidasa: 


cana; पितरो वन्दे पावतीपरमेश्वरो” 


Here the iconology of combining the primeaval parents of the 
universe, Parvati and Parme$vara, Siva and Sakti (cf. Sambhava- 


darSana—vide writer's Pr. Vijn. p. 122) is provided for symbolising 
this aspect in sculpture. 


Thirdly this form also characterises the idea of cult syncretism in 
a remarkable manner; for they apparently emphasise the union of the 
principal cult deities of Saivism and Siktism and the germs of this 
syncretic ideology are found in the Pauranic accounts themselves—vide 
Bhrnigi’s single-minded devotion only to Siva and his admantine impu- 
dence not to pay homage to the consort of the Lord whereupon he had 
to assume this form to save the honour of the goddess, ‘ but ' says Dr. 
‘Banerjea, ‘such was the pugnacious tenacity of this sectarian sage that 
assuming the form of beetle, he cut a hole through the compositebody - | 
circumambulated the Siva part only’, to the great wonder:and admira» 
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tion of even Parvati, who became reconciled upon the pious rsi for his 
steadfastness to his vow. 


The iconographical descriptions of this most fascinating form of 
Siva, the Saumya and Sint are gathered together from as many as 
eight texts—vide Pr. Laks. p. 137-40 and the sum and substance of these 
is: Asthe name indicates this form should be half man and half 
woman—the right Siva and the left Parvati. The emblem like Jatima- 
kuta, crescent moon, sarpa-kundala and an eye on the half ofthe 
forehead and other characteristic signs which are enjoined: to be shown 
on the right half ind onthe left counterpart are (see Rao) karanda- 
makuta, the tilaka-mark (contiguous with the eye of trinetra Siva) and 
the valika-kundala etc. The Aparajitapracchi also places GaneSa on 
the left along with kamandalu and darpana while on the right kapala, 
tri$ula and aksasütra. 


Iliustration—A good many Indian sculptures depict this form. 
Regarding its antiquity, Dr. Banerjea observes ‘The iconic motif of 
Ardhan&ri$vara however was evolved at a fairly early period, long 
before such explanatory myths came to be fabricated and glyptic and 
sculptural evidence regarding the existence of such motifs in Northern 
India as early as the Kushan and Gupta periods, has been cited in 
chapter V. of this book (supra pp. 181-82). 

Rao has given as many as eight photographs of the sculptures 
found at different parts of India: 


1. Stone panel-Badami. 5. Stones—Darasurams, 
2. Stone-Kumbhakonam. 6. Tirucechangattangudi, 
3. Stone-Mahabalipuram. 7. Conjeevaram and 


4. Bronze-Madras Museum 8. Madura. 
N. B: Dr. Banerjea illustrates this composite form of relief from the Brha- 
digvara Temple at Tanjore x » 
Gangzdhara—is another very popular and charming figure of Siva 
| beloning to this group. The story associated with this aspect isa 
| popular account and is related in the Visnu and the Bla@savata 
Puranas and the Ramiyana. $ ५ T 
. According to the Pr. Laks, p. 140-141, this image is directed to be 
standing with the right leg planted vertically on the eX and the lefe 
slightly bent. The front right hand placed neat the Re of Uma with 
the left front arm embracing her, the baek right being lifted up as high 
as üsnióa or the crown of the head and holding a jata, on es abe 
figure of Ganga is located, the back left carryiog a c Él = e 0० 
of Siva, एड should be shown in a state of mental uneasiness र 


er 
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of jealousy with Ganga). Bhaglvatha, in acompany with a number of , 
198, praising S.va should also be shown on the left Rao has given the , 
following fiive illsstrations:— 


- (1) Stone panel: Elephanta, 

the most remarkable presentation. 

(2) Stone penal: Trichinopoly. 

(3) Bronze : Siva temple at 
VaidyeSvarankoyil (Tanjore) 

(4) Stone : Kailaéa temple, Ellora. 

(5) Stone: Kaila$anathasvaimin- 
temple, Taramangalam. 


Dr. Banerjea has added another iilustration in a relief hailing from 
the Gargaikondacolapuram temple which is a very faithful presentation ॑ 
of the iconographical account given above: ‘Siva releases Ganga 
pent up in his matted locks by stretching a coil of his jatzs with 
his back right hand, while caressing with his front right hand his prin- 
cipal consort Uma (the river goddess Ganga became his other wife) as 
if to pacify her jealousy for her co-wife (the expression and attitude of 
Umi seem to emphasise this)! — D.H.I. p. 486. 


" Kalyánasundar —is the third most famous and fascinating figure | 
of Siva belonging to this group. It depicts the marriage of Siva 
with Parvati. The story is given in the Varühapurüna, It is really a . 
grand composition in which Brahma, Visnu, Yaksas, Gandharavas, 
Astadikpalas, Miirkas, Vidycávaras etc. etc. should also figure. The 
details may be seen in the Pr. Laks, p. 141-44. and they need not: be 
delineated here. : ELS 


| 


Its illustrations are found in good many a number. and belong to 
several parts of India. Two most notable examples hail from-, 
Elephanta and Ellora. 'The Elephanta relief isa sublime product of 
Indian artistic genius. The commentary of the Ellora one- by | 
Dr. Banerjea is reproduced here—vide D.H.I. pages 485-86: "Siva ' | 
holding the hand of P&cvail (Panigrahana, an act obligatory in the - | 
Hindu marriage ceremony) occupies the centre of the’ composition with 
| Brabm& (the officiating priest) seated before the fire to his left, Indra(?) 
(= standing behind Brahma, Visnu, (the giver of the bride), and Laksmi: | 
j standing behind Parvati on the!proper. right corner ; jn:the two parallel : 
| rows above are shown hovering in, the sky on their .respectiye mounts ; 
| 
| 


the Dikpalas (Varuna on makara, Indra on an elephant, Agni ona. 


ram, Yama on a buffalo, Vayu on a stag, l$aa on a bull and Nirrti:, | 
on a mar can be recognised), the Vidyadhara couples, the S&dhyas etc, । 
र H 


po -—m हु 
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The artist has chiselled. out this crowded composition with great 
feeling and grace, thus creating a noble example of the early mediaeval 
art of Deccan." Other examples of this composition are: Bronze: 


Tiruvorriyur; stone panel: Ratanpura (Bilaspur); and two stones 
Madura. 


Vrsavahana—is another popular aspect of Siva very nicely depicted 
in sculpture and is held in high veneration, This image is considered 
very auspicious and sacredmost during ten days festival in any Siva 
temple in the South. Here Siva is seated upon the bull, his vehicle. 
Vedaranyam, Taramangalam, Mahabalipuram representations very 
well fit with the descriptions given in the texts—vide Pr. Laks. p. 145-46. 
The Aihole sculpture of Vrsavahanamiirtis of Siva is also another good 
illustration. This representation may be classed with Ásanamürtis of 
Siva and one of the earliest Zsana type of image as illustrated in the 
‘three-faced four-armed Siva seated on his mount Nandi in the Sukhi- 
sana pose is an intaligo in the Pearse collection, now in the Indian 
Museum’. i 


Visapaharanamurti— of Siva may be deemed as an anugrahamurti 
and its story points out one of the greatest feats of the Lord who 
became Nilakantha—swallowing the dreadful poision that emerged 
from the ocean, when it was churned by the Devas and the Danavas 
for obtaining ambrosia from it. i c 


CandraSekhara—and its three allied forms, the Keyalamurti, the 
Umasahitamurti and the Alinganamurti, are also some of the very popu- 
lar representations in the south Indian sculpture. , In all these figures | 
the prominent characteristic is the presence of the crescent moon 
(Sa8inaka-Sekhara) on his Jatas and represent the Saumya, the 
pleasant form of the Lord in a characteristic manner. For the 
laksanas see the Pr. Laks. p. 147-150. s 


In the Aagmas—vide Suprabhedagama, is described an interesting 
story which explains the association of the manifold emblems pa Sivas: 
image, the snakes on his body, the black buck and the parasu an his 
hands, the Apsmarapurusa or the demon under his feet, wearing of. 
the skins of the lion and the tiger and placing ofthe moon on thes 
forehead—vide Rao's Vol. II Pt. I p. 113. 

: The other types of Siva images conforming to this group: are: 
Sukhasana, the Umamahe$vara (or Hara-gauri) and. Somaskanda. 
—vide Pr. Laks. (ibid), The following tabulation of their illustrations 
will suffice for the present account here: alse ¦ 
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Kevala CandraSekhara: Alingana 
l. Bronze: Tiruppalattarai l. Stone: Mayavaram, 
2. Wood: Onkkur (Travan.) 2. Bronze: pattisvaram. 
Umasahita 3. , Marudantana 
l. Bronzes: Agaram-Settur, 4, ,, Kovilur 
2-3. Tiruvorriyur and Madeour 5. ,Angur (Bellary) 


N.B. As the above threo varieties belong to ono type, the Candrasckar; 
similarly the following four belong to one type. tho Sukhasana. 


Sukhasana (Umzsahita) Umümahesvara 
l. Stone: Madeour. l. Stone: Bagali (Bellary) 
2. Bronze: Agaram Settur. 2. ,, Aihole, 

Somaskanda 3. Ivory: Trivandrum S. A. 
l. Bronze: Madeour. 4, Stone: Haveri (Dharwar) 
2. Bronze: Treasure Trove 5. Stone: Ajmer Museum. 

found in. Nellore. 6. Stone panel: Ellora, 
ANUGRAHAMURTIS 


Anugrahamürtis of Siva are another set of Saumya or Santa aspect 
of Siva in which are included among his votaries on whom he bestowed 
his grace, such great names as the great Visnu himself, the extraordi- 
nary son of Siva, the great Vighne$a, the mighty and haughty Ravana, 
his attendant, the dwarf Nandi, the great hero Arjuna and a famous 
bhakta Cande$a. 


Visnvanugraha: Visnu obtained through the grace of Siva the 
Cakra and the circumstances thereof are narrated in the Sivapurana 
and also alluded in the Mahabharata: Unable to conquer certain sur as 
Visnu prayed to Siva for the grant of Cakra whicn was in Ssva’s 
possession. In his puja, he employed a thousand lotuses, One day 
finding a flower missing from the quota (which Siva had secreted to 
test the devotion), Visnu at once plucked one of his eyes and offered it 
in its place, This pleased Siva tremendously and he presented the 
Cakra. 


NandiSanugraha: Nandikesvara, an important adjunct to the 
family of Siva, was graced by Siva to prolong his tenure of life. An 
interesting account of this and his subsequent annoiment as tne lord 
B 54: ganas etc is given in the Puranas and the Agamas, 
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Vighne$varanugraha: ‘In thi; aspect of Siva, 
have been blessed by Siva immediately after, 
placing on his shoulders the head of an eleph 


VighneSvara seems to 
he was restored to life by 
ant. 


Arjunanugraha Or Kiratarjunamirti: Arjuna was presented by Siva 
with the powerful weapon named PaSupatastra to fight successfully 
against the Kauravas. The account of the gift of the wearon is narrated 
in the Vanaparva of the Mahabharata, It is also nicely adapted in the 
Mahakavya, the Kiratarjuniyam by Bharavi. 


Can desanugraha:—represents a modern episode of a south Indian 
village: ‘In the village of Seynalur on the bank of the river Manni 
in the Chola countiy there lived a pious and learned Brahmana 
Yajff ida'ta of the Ka$yapagotra. He had a son by name VicaraSarman 
of great intelligence. Once on seeing the brutal cruelty meted out to 
the cows by a cowherd, this pious lad took upon himself the duty of 
tending the cows of the village. From that day the cows became 
happy and began to yield much more milk than their udders could 
hold and naturally this extra milk was used for a better purpose of 
bathing the lingas made of sand with intense piety for Siva. The 
denounced and demoted cowherd found a fine case for denouncing this 
devoted boy making a complaint of the wastage of milk on sand 
mounds. Even the father of the boy could not discern the high 
Purpose to which his son had dedicated and he kicked the mound of 
sand, whereupon the son woke up from his reverie and cut off with 
axe the 158 that kicked the object of his worship. This was the 
moment when Siva, pleased with this great devotion appeared on the 
scene with Parvati and graced the boy. Siva told the boy that in his 
intensive love for himself (Siva), he even went to the extent of cutting 
off the leg of his father, and promised him that thenceforth he would 
be in loco-parentis to him, embraced him and made him the head of 
his ganas and steward of his household under the name of 
CandeSa’—Rao 


Ravangnugraba: Ravana having gone to defeat Kubera was 
returning after achieving his purpose. Oa his way he came to 
aravana, the place in which Karttikeya was born. He ascended the 
hill, from the top of which he saw a much more pleasant garden 
whither he drove his Vimana Puspaka. But when it neared the place 
it would not move any further. At this place Ravana met as favo 
coloured, monkey-faced and powerful dwarf, by name HE. 
one of ihe strong adherents of Siva who on being asked why the car Was 
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Umg was sporting on the mountain and had prohibited all, even the 
gods, from crossing that way. In great anger Ravana asked who that 
Mahadeva was and laughed contemptuously. at the monkey-faced 
Nandike$vara. Nandike$vara, who was no other than a form of Siva, 
grew incensed atthe insult offered to him by Ravana and cursed that 
he should be destroyed by monkeys like himself in appearance and 
strength. Not being able to proceed further and being cursed by 
Nandike$vara, Rüvana determined to pluck up the monntain Kaila§a, 
from its very roots, threw his ten arms round the mountain and began 
toliftitup. He was able to move it so that those that were on it 
trembled and Uma actually began to shake out of fear and clung to 
her lord. ‘Siva, learning the real cause, pressed the mountain firmly 
as of old and also pinned down Ravana underneath it. Ravana seeing 
his own miserably helpless condition, and advised by his counsellors to 
propitiate Mahadeva, wept for a thousand years singing hymns in 
praise of Siva; the latter was at last pleased with Ravana, whom he 
presented with a sword at his request and let him return to Lanka. 
Because he cried, he was given the name of Ravana. 


With this account of the iconology of these anugraha-mürtis, as 
regards their pratima-laksanas, they may be looked into the Pr. Laks. p. 
‘151-53, under “ग्रतुग्रइमूतिधु?, An omission (cf. Ràvan&nugraha) in the 
Pr. Laks.) is regretted. = i 


Illustrations: Two of the commonest Anugrahamürtis of Siva 
represented in sculpture are Ravananugraha and CandeSanugraha, 
the former is depicted in Kaila$a (Ellora) panel in a remarkable and 
magnificient manner and the latter is feelingly depicted with supreme 
skill in the Gangaikondacolapuram sculpture by the unnamed chola 
artist of the Ist quarter of the eleventh century A. D. Other illustra- 
tions given by Rao are: 


Visnvanugraha - : Kiratarjunamurti * 
l. Stone: Copjeevrram. l. Stone: Tiruchchangattangudi. 
2. 4, Madura. 2. » SriSailam. 


NRTTA-MURTIS 

Siva, according to our tradition, isa great master in the art of 
dancing. Each science is represented by a god Siva represents 
Netya-Sastra. He is the Acharya and the Actor both. Bharata’s 
NatyaSastra mentions as many as one hundered and eight modes of 
‘dancing. The Saivaganas also state that Siva danced in as many as 
one hundered one modes. They, however, as we will presently see, could 
B iussu Adi. descride more than nine such modes from iconographical stand: 
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point. Itis however very curious that all the one hundred and eight 
kinds of dances are sculptured on either side of a Gopura in ub 
Nataraja temple at Chidambaram with their descriptions. in, Sanskrit 
as they are found in Bharata’s Nitya-Sfstra, engraved below cach 
of them. 


It may be pointed out that the Nrtya-mürtis have a special 
significance in izonography. We have already seen. Pt, I Chap. V. p. 
121, that the knowledge of iconography depends , 00 the correct 
understanding of the rules of Citra (both sculpture pnd painting); a 
true mastery in the latter again is unattainable without a knowledge of 
the art of dancing, which again: is supplementary to one's full 
acquaintance with the science of Music. It may be further pointed 
out that ‘in all S:va-temples of importance, a separate place is allotted 
to Nataraja which is known as the Natana-sabha or simply Sabha. 
The most important of these sabhis is Chidambaram. 


As already hinted at before that all the modes of dance are not 
represented in either Siva’s iconography as given in the Agamas and 
| Supa texts or icons as found in sculpture. Accordingly only a few of 
| them i. e. nine are described—vide: Pr. Laks. p. 159-162 These rep- 

resent such dances as Nādānta or Tindava, Lalita, Lalátatilaka, 
Katisama, Talasamphotita etc. 


“The Nadanta dance mode of Siva Nataraja shows him with his right 
leg firmly planted on the back of the wriggling Muyalaka (Apasmira- 
purusa, the evil personified), his left leg raised high up in a slant, his 
front left hand in the dola or gaja-hasta pose pointing to the raised 
foot, the front right hand in the abhaya pose, the back right and 
left hands carrying a kettle-drum and a ball of fire respectively; the 
whole composition is placed on a well-decorated pedestal where the 
ends of the circular or elliptical prabhà (tiruvasi in Tamil) meet. The 
| Tamil texts called Ünmai-vilakkam explains the symbolism underlying 
| this cosmic dance of the great gol in this manner: ‘Creation 
arises from the drum: protection proceeds from the hand of hope (the 
| abhaya pose in the front right one): from fire proceeds destruction: the 

foot held aloft gives mukti’. Thus ina way it practically embraces 
all the five-fold activities of the Lord (paficakrtyas mentioned above), 
the tiruvasi round him symbolising the act of obscuration (tirobhava). 
The French savant Romain Rolland describes it as an example of 
“All is harmonised. All the forces of the life are 
| whose thousand waving arms are led by Nafa- 
| Everything has its place, every being has 
| 


supreme synthesis: 
grouped like a forest, 
raja, the master of dance. 


its function, and all take part in the. divine concert, their different —— 


See o 
E 


a Ez 
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voices, and their very dissonances creating, in the phrase of Heraclitus, 
a most beautiful harmony”. 


Dr. A. K. Coomaraswamy has got a unique distinction to have 
brougt out very brilliantly the significance of the Dance of Sivas ‘The 
Cosmos in His Theatre.... He himself is actor and audience’. ‘The 
Essential Significance of Siva's Dance is threefold: First it is the image 
of his Rhythmic Activity as the Source of all Movement within the 
Cosmos which is represented by the Arch: Secondly the Purpose of 
his Dance is to Release the Countless souls of men from the snare of 
Illusion: Thirdly, the Place of the Dance Chidambaram, the Centre 
of the Universe is within the Heart’. 


Let us now very briefly take into our account the different Nrtta- 


mürtis as described in the Agamas and the Silpa-texts—vide Pr. laks. 
p. 159-62. - 


Nine Nrttamurtis—1. Measure Uttama da$atüla, the front left 
hand danda:hasta or gaja-hasta; the back left with agni; the front 
right in abhaya pose, on the forearm which is the sarpavalaya; the right 
leg slightly bent and placed upon the back of Apasmiürapurusa, the 
left leg lifted up, turned towards the right and kept across it. On the 
head—Jatamakuta adorned with flowergarlands, snake-jewelled orna- 
ments, a grinning human skull and the crescent moon; jatds standing 
horizontically or arranged in a circle; the body shown with a yajfiopa- 
vita, and urassütra; chest smeared with saffron paste and the rest of the 
body with ‘ashes; rings on all fingers except the middle one, on all 
toes except the middle one and anklets on the ankles; with Parvati 
standing on the left of Nataraja—this description refers to the figures 
of N taraja commonly occurring everywhere in Southern India. 


2-4. The secord, .the third and the fourth varieties of Nrtta are 
not very different from the first. In the second Ganga is shown stand- 
ing on the jatas flowing on the right side of Siva with hands held in 
anjali pose. In the third, the left foot on the Apasmara and the right 
one lifted up. In the fourth a jatabhara or jatamandala in the form of 
a circular disc is required to be shown. : ki | 


5. In the fifth mode, Siva is eight-armed with his characteristic 
weapons and poses, right leg to be lifted straight up to the crown of 
the head and the left somewhat bent, to be placed on the Apasmara. 


6. In'the sixth variety of dance, Siva is sixteen-armed with mani- 
fold emblems and poses, the legs as in the fifth, The figures of Parvati: 
and Skanda are to be shown on the left, : 1983 
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7. Inthe seventh, Siva is eight-armed, three-eyed with out- 
spreading Jatamandala and with Devi on the left. 


8. In the eighth form, there should be substituted six hands in 
place of eight. Rao remarks that the images of the fifth and the sixth 
forms of the Nrttamürtis should possess only two eyes, whereas all 
the rest should have three eyes, 


9. The ninth form should have four arms with the usual 
emblems, Here the left foot is required to rest upon a pitha instead 
ofthe Apasmara. The great toe of the right one is also to rest upon 
a pitha. 


N.B: (i) Rao says, ‘these do not really represent nine varieties of dance 
as described in the NatyaSastra. We find the dance of the common form of 
Nataraja to be what is technically known asthe bhujangatrasa mode of dancing. 
Besides these nine varieties of Nrttamurtis described in the AmSumadbheda- 
gama, we meet with several different images of Nrttamurtis in actuai 
80 ilpture.’ 


TF क AT EE 


Illustrations (a) Rao has illustrated with five representations of 
this common mode, the first one of the dances, the Bhujangatrasa, as 
referred to above in the following specimens: 


l. Nataraja: Bronze: Madras Museum 4. Nataraja: Bronze: 
Rame$varam 

2. „with Devi: Bronze. Kottappadi 5. Ivory: Trivandrum. 

3. ,, 9» Bronze: Patti$varam. 6. stone: Tenkasi. 


(b) Asregards the other different modes as described above, 
a few representations are: Tenkasi: Stone illustrating the sixth mode; 
Tiruchchengattangudi illustrating the ninth one. 


idée “४: प को ucl 


N. B. (ii) Now as regards the few modes of dance of Siva met with in 
sculpture as hinted above, are the following as described by Rao on the 
authority of the great Abhinavagupta —vide E E.H.I. Vol. 11, Pt. I. pp. 259-70. 


Katisama illustrated in Stone Panel Ellora. 

Lalitam illustrated in „, s 2: 

Lal&ta-tilakam Stones: Tiruchhengattangudi, Conjeevaram, 

| t 'Tenkasi and Taramangalam. 

Caturam: illustrated in Stone Badami and Bronze, Tiruvarangulam 


and Nallure (Tanjore) 
Talasamphotita: Stones KailaSanathaswamin Temples, Conjee- 
varam and Chengunnur (Travancore) 1 : 
DAKSINAMURTIS j É 
Daksinimürtis in continuation to Nrtya-mirtis are significant as 2 
Nataraja was the greatcst exponent-teacher of th: science and art of 


52 
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dancing. Heretoothe great god is associated with this very aspect. 
Daksinimirti is so called because Siva was seated facing South when 
he taught the sages Yoga, and Jana. Rao remarks: ‘This aspect of 
Siva is always invoked by students of Arts and Sciences. The great 
S.nkargcarya among -several celebrities has sung the praise of this 
aspect of Siva, which is as remarkable for its peacefulness as the 
Nrttamürti is for joyfulness.’ 


Daksinamurti ‘is viewed in four different aspects namely. asa 

teacher of Yoga, of Vina of Jnana and as also an expounder of other 

astras (Vyakhyanamirti). Of these the last one is most frequently 
met with in temples and is taken up first here. 


Vyakhyana-daksinamürti: The iconographical descriptions from 
the different texts as’ collected in Pr. Laks, p. 162-64, enjoin upon the 
iconographer to represent this aspect as seated in a secluded spot 

‘on the Himalayas, under a banyan tree, on a seat covered with a tiger’s 
skin or on a white lotus (padmisana). The sitting posture as reco- 
mmended should be Virasana. The other characteristics include 
front right hand in Jfiánamudr& or the SandarSana-mudra; the front 
left in Varada; agni and .aksamala in other hands; head adorded with 
jatas embellished with fiowers of dhatttra, serpent, kapala and crescent 
moon. Inthe. middle of: Jatabhira smiling Ganga‘ is made visible. 
The complexion- is pure white, person adorned with ornaments, ears 

. with kundalas and a garland of rudraksas hanging round the neck. 
Surrounding- the great teacher are’ to be shown rsis eager to learn 
Süswas. He should also: be adored by kinnaras, devas and others. 


Daksinamürti-Upanisad and Sūtasamhitā give the esoteric mean- 
ing of this aspect: Jfiana is dakisn& and since Daksin& is ever in front 
of Siva and gazing at him in the aspect of Daksin@murti, he is 
called Daksinimukha. The Apasmira is the personification of 
ignorance, the book is the symbol of wisdom, the aksamala represen- 
sing tatvas, the wide spreading banyan tree symbolising Maya, 
Vrsabha, Dharma and the kamalasana the symbol of Om. 


Jiima-daksinamirti: There is not much difference between the 
Vyakhy@aamurti and Jfiinamürt—vide Pr, Laks: p. 164. Here the 
back right hand and the back left one are shown holding the aksa- 
mala and the utpala flower. respectively. Similarly the front right 
hand is shown in Jianamudra pose while its left. counterpart in the 
abhaya or danda pose. Hence illustrations are common to both. 


5 Illustrations: Rao has reproduced eight photographs illustrating 
'theie'aspects in which the Stone Panel at Deogarh illustrating, in the 


c —— a 
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eyes of Sri Rao as Jiiina-daksinimiirti, is now proved to be wrong, the 

N L 
figures really stand for Nara and Narayana, in the examination of 
Dr. Banerjea. Others may be tabulated as follow: 


Jnana-daksinamurti: 3. Suchindrum S. Travancore. 
I. Siva temples at Avur and 4. Kaveripakkam 
Tiruvorriyur. 5. Tiruvengavasal, etc. 


Dr. Banerjea has found also a North Indian representation of 
this aspect. “A terracotta plaque of the late Gupta period found among 
the ruins of an ancient Siva-temple at Ahicchatra (Bareilly Dist. U. P.) 
appears to depict the reposeful ascetic form of Siva as Jnana-Daksina- 
mürti. The four-armed god seated in the Ardhaparyanka pose holds 
a rosary in the back right hand and a vase with foliage in the left; the 
lower right hand (broken) seems to have been either in the jfiana or 
vyakhyina pose (if it was in the latter, the figure should be called 
Vyakhyana-daksinamirti), the front left hand resting on the 
thigh.’ 


Yoga-Daksinamurti: It is sculptured in three different ways: 

(i) ‘In the first the two legs of the image should be crossed as in the 
Svastikasana, while the front right hand should be held near the chest 
in the Yogamudi& pose and the front left hand shouid rest upon the 
lap in the characteristic yogic posture. Other details are as usual. 

(ii) In the second mode of representation the left leg should be 
bent in the utkütikasana posture and surrounding the body of the 
figure and its left leg should be a yogapatta. 


(iii) The third form requires the two legs bent and crossed in a 
more or less vertical position, and round these and the body is passed 
a yogapatta to keep the legs in position: The front two arms are 
stretched and kept restiog on the knees. 


Illustration: Gauli$vara: Stone Tiruvorriyur, -KailaSanathasvamin 
temple at Gonjeevaram and Siva-temple at Nanjangodu present a few- 
good illustrations of this aspect. Dr. Banerjea's observadon on these 
sculptures is worth quoting: ‘Such- images from different regions of 
the South illustrated by Rao are mostly hieratic with little artistic 
merit of their own; but three such images from Tiruvorriyur and 
Vignu-Kinci (Conjeevaram) illustrated by Rao have MO of 
their own. In one of the Visnu-Kanci sculptures the god s a = 
leg kept in position by a yogapatta rests on his right Vise his ba 
right hand holds an aksamala (aksabalayas are s ppr as 
ornaments) and the front left hand isin the vitarkamuc E. Ps god is 
sitting under a banyan tree on a raised seat, below which are n. 
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deer ; sages cluster round the god listening to his preaching of the 
dharma or yoga. The front right hand of the four-armed god from 
Tiruvorriyur is in the vitarkamudra, and the legs are locked in the 
padmasana pose. These compositions not only remind one of the 
Buddhist compositioa of the Master's Enlightenment and First sermon, 
but also prove that the author of the Bhigavatapurüna must have had 
some such Sivaite reliefs in his mind when he described the visit of the 
gods to Siva seated in his mountain abode Kaila$a'. 


| 

| wc Vinidhara-daksinamurti: Tt presents Siva asa great teacher of 
i music, both instrumental and vocal. The description—vide Pr. Laks. 
p. 166, of this aspect requires the left leg of the figure kept in utkütika 
posture and the two front hands holding Vina. Other details are 
| as usual (cf. Vyakhydnamiirti). The measurement of the Vina is also 
| prescribed. 


Illustrations:—Rao illustrates this aspect from Bronzes: Madras 
" / museum and Vedarangam where the god is standing. Dr. Banerjea 
illustrates it in a fine sculpture from Orissa (Puri) ‘which depicts the 
four-armed god Siva as playing on a Vinà (it is broken, traces only are 
visible) the four-armed ithyphallic god is gracefully seated in the 
ardhaparyanka pose on a raised seat, holding the musical instrument 
in his front two hands; the bull Nandi listens. to its master in rapt 
attention, with its head raised towards him’. 


ASANTA OR UGRA MURTIS — SAMHARA ETC. 


This group having the aspect of destruction, the primary function 
ofthis great member of the Trinity has the following representations 
in sculpture having each a vast mythological account about them, 


Kamüntaka-mürti :—'The circumstances under which Siva is said 
to have destroyed Kama, the god of love are well known. The 
Kumarasambhava of Kalidasa has made this episode simply immortal. 
The Linga-puràna gives elaborate account of this Story. 


The iconography of this mürtis as given in the 
texts—vide Pr. Laks. p. 166-7 requires the figure of Siva 
exactly similar to the figure of Yoga-Daksinamürti, 
figure of Manmatha Should be sculptured as having 
mere glance of the deity. There are a good man 
sculpturing the figure of Kama: his height ranging from one to seven- 
tenths of that of Siva, he should be. shown decorated with golden orna- 
ments andin complexion, golden yellow, carrying five flowery arrows and 
the bow made of iksu and in the company of his dear consort Rati and 


three Agamic 
in this aspect 
| before which the 
fallen down at the 
y directions regarding 
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his companion Vasanta. Tbe names of the five arrows as given in the 
Agamas are interesting: Lambini, Tapini, Dravini, Marini and 
Vedini— vide U. Kamika; Karanagama calls these: Tapani, Dahani 
Vi$vamohini, Vi$vamardini and Madani. The companions mentioned 


in this text differ from the U. Kamika. Here they are Mada, Raga, 
Vasanta and Sisira-rtu. 


Illustration:—regarding its representation in sculpture, Rao is 
silent; but Dr. Banerjea has contributed it from the Gangaikonda- 
» colapuram temple relief which illustrates this aspect full of sugges- 
tions, though only partially illustrating the iconography of the texts. 
His observations, however, are worth reproducing. ‘Here also the 
theme is worked out in three unequal niches The left one contains 
the figures of Kamadeva who assures his wife Rati clinging to him in 
fear and wonder (her left hand is in the vismayahasta pose) with his 
head inverted ; the right one contains the figures of Parvati and her 
attendant diffidently approaching Siva with their hands in the 
anjalimudra. The god is shown in the central niche seated in the 
lalitaksepa pose (that he is not depicted in Yogisana suggests that he 
has been already disturbed in the act of his dhyanayoga) and is about 
to burn the god of love with a glance; but the serene contemplative 
look on the face of the god seems to show that the sculptor has 
intended here to present the god just before he had burnt Kama to 
ashes by his angry look'—D.H.I. p. 488. 


Gaj&surasamharamüsti: This aspect of the god has an earlier asso- 
ciation with one of the names of Siva (cf. the introductory portion of 
this chapter)—Krttivasi (one that has askin for his garment)—in the 
| Satarudriya section of the Yajurveda which was the nucleus of the 
elaborate story of Gajasurasamharamirti in illustration whereof so many 
| images of Siva, in which he is shown asusing the hide of the slain 
| elephant-demon as his outer covering, were made. Inthe Kurmapu- 
r rapa, this story is elaborated in relation to the origin of the 
Krttivise$vara Linga in Kasi. It is said that Siva came out of the 
Linga when an asura, who assumed the shape of an elephant came 
near it to disturb the meditations of the devotees and killed the 
elephant and made its skin his upper garment. The Varahapurana 
and the Suprabhedügama give different versions. 


The iconographical prescription of the AmSumedbhedagama—vide 
Pr. Laks. p. 167 (also Silparatna ibid agreeing to it) in Iu. ee e 
sculpturing of this image requires four or eight arms of Siva: E there — 
are only four arms, one of the right hands should hold thea z 
the other the skin of the elephant, while the two left Hang uta 


í 
| 
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hold the tusk of the elephant and the skin respectively. If on the 
other hand, there are eight arms, three out of the four right hands 
should carry the triSüla, the damarü and the paSa and the fourth hand 
should be holding the skin of the elephant; one of the left hands should 
be held. in the vismaya pose, another catching hold of the the skin of 
the elephant and the remaining two carrying a kapala and the tusk 
cf the elephant respectively. The left leg ० Siva should be planted 
firmly on the head of the elephant; while the right one should 
be bent and lifted up above the thigh of the other leg. The 4 
tail of the elephant should be visible over the makuta of Siva and the 
artist might arrange on either side the position of the four legs of the 
elephant in any artistic manner which suggests itself to him. The 

| skin of the elephant should be so arranged as to look like prabhaman- 
dala to the image of Siva. The image of Siva should be adorned with 
all ornaments and have the garment made. of silk and tiger's skin; the 
colour of Siva in this instance is deep red."—Rao. 


1 j Illustrations: Rao has given five illustrations: The one hailing 
from the ornamented facade of the Amrte$vara temple (Mysoie) has 
sixteen arms Which is unusual; The second: Bronze comes from the 
Siva temple at Valuvur, the reputed place in Tamil country associated 
with this destrucutive act. It is eight-arm:d and is a remarkable piece | 
of artistic work, The third is found at Darasuram in Tanjore and is | 
eight-armed, on which Dr. Banerjea observes: ‘It depicts the irate god 
engaged in a-vigorous dance of fierce ecstacy on the elephant ‘demon’s 
head after killing him who had given so much trouble to the Rsis; | 
part of the hide ofthe Asura is spread aloft by the god using it as a । 
sort of cover; the Devi stands at the lower right corner as the only 
awe-struck spectator of the divine act of retribution.’ The fourth 
hails from Tiruchchengattangudi and the fifth from Hoysale$vara | 
pi anne pos one iS has sixteen arms. It may. be | 
textual prescriptions the -— n e p | 
me $ ee नथ तेत. d cH a " "i iscretion of the Antist have an 

9 sixteen hands, perhaps to heighten the 


samhara aspect of the god and the oth iati i 
ther deviations as pointed.b 
Rao—E. H. I, Vol. II Part I. p. 155. : à 


Kalárimurti: Originated to make Miirkandeya, the son of Rsi Mr- 
kandu free from the clutches of Death, the Kala and ever monet a lad 
of sixteen, who was destined to die at the age of sixteen 


tradition counts Markandeya also as one of the Gicafijivis (im 
‘This beautiful episode of anugraha in the disguise of Bese 
perpetuated in stone and colour in many a temple in the So 


It is why 
mortals). 
uction, is 


uth. The 
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descriptions as given in the texts—vide Pr. Laks, p. 168-70, 
say that the image of Kalarimiirti is to have its right foot placed upon a 
padmapitha and the left being lifted up so far high as to reach the chest 
of the figure of Yama, which figureis complementary in this composi- 
tion. According to the Kamikagama, it is repressnted as a lingodbhava- 
mirti—Siva coming out from the Linga which is being worshipped by 
Markandeya. 


Jllustrations:—Rao has reproduced five illustrations of this 
image: Stone Panel: DaSavatara Cave in Ellora, which fits in with 
the lingodbhava account and the second sculpture also hails from 
Ellora—Kailasa temple and is similar in detail with the former and 
the illustration (i.e. third) hailing from a bronze image given by him 
also accounts this character. 


The two other illustrations hailing from Pattiswaram (Tanjore) 
and. Tiruchhengattangudi both represents quite differently. Rao 
observes: Siva is standing with his left leg resting upon the body of 
the fallen Yama, and is kicking him with the right foot on his chest. 
He carries in his hands the &üla with its head turned downwards, the 
paraéu, the mrga, and the kapila. Markandeya stands to the right of 
Siva with hands in the afijali pose praising Siva. 


Dr. Banerjea has given another illustration from the Brhadi$vara 
temple Tanjore proper depicting in a characteristic manner the theme 
in three niches, the central one being much bigger than the two side 
ones where the learned Doctor has also pointed out the sculptor's 
artistic suggestion—the actual punishment by the god not being shown 
and the god is shown here engaged in ecastic dance evidently after 
he has saved his bhakta by severely punishing Kala for his audacity 
This remainds me of the description of Tripursntaka-miirti as given in 
the Aparajitapraccnh@ (to be taken up ahead—vide Tripurantaka) 
which depicts the god as dancing 'नृत्यन्तम? in that destructive aspect 
and so the thesis that all these samhüramurtis really represent 
anugraha, the grace which beautifully befits with Siva’s real trait, 
Rudra-Siva—terrific-cum-beneficient Sankara. 


Tripurantaka:—as the name indicates is reminiscent of Siva’s hav- ~ 
ing killed three asuras who dwelt in three forts built of metals and used 
to torture the suras and rsis. The Mahabharata (Karnaparva) E 
given an elaborate cese Gf these asuras, the three su VOR 
T&raksksa and Kamaliksa of the great demon Tarakasura who bag 
got the Boon from Brahma after performing great De EC k 
should occupy three castles where from they should » 
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desired and after a thousand; years the castles should T LR into one 
and should be only destructive with à single arrow. ow when gods 
were. tired of thevi; they approached Brahma for their redress, 
Brahma told them that only Mahadeva could wield such an arrow 
and so they ‘should approach him, ‘Mahadiva then demanded one 
half of their powers to‘add to his:own strength as otherwise, it was 
impossible to kill those strong demons ‘They consented and parted 
with a half of their strength. . Mahadeva now became stronger than 
all other gods and hence came to be known by the name Mahadeva, 
the great god. ' The various, gods served Mahadeva in other capacities 
also. Visnu became his arrow, Agni its barb and Yama its feathere. 
Mahadeva. made the Vedas his bow and Süvitri his bow-string. 

| Brahma became his charioteer. With the three barbed arrow 
consisting of Soma, Agni and Visnu, the castles with their inhabitants 
were destroyed by Mahadeva. 


“It may bepointed out that this. Pauranic account has a striktng 
nucleus in the Vedic literture. The commentary of the Vajasaneya 
Samhita, the Satapatha Brahmana, the Aitareya Brihmana and the 
Taitariya-Samhita all give some accouut or the other where the three 
asuras built three castles and were killed by either Agni or Indra or 
Rudra and most curiously the process too is similar for all practical 
purposes—vide T. Samhita acoount of the arrow consisting of Agni as 


the wooden shaft, Soma as the iron, Visnu as the point and Rudra 
the weilder. 


The iconograpical representations of this aspect of Siva has found 
in more than one or two ways. There are as many as eight mürtis 
Tripur&otaka-murtyastakam—described in the AmSumadbhedagama 
—vide Pr. Laks. p.170-73. Before we take up this astaka, let us first 
describe its general form as met in a renowned and ‘authoritative text f 
of the Vi&vakarma school of Silpa (the North Indian. school of 1 
Architecture and Sculpture), the Aparajitapraccha (Pr. Laks. p. 170). 
It lays down that in sculpturing of a Tripurdntaka murti it should be 


bestowed upon one face, ten arms, lion-skin for the lower garment, 


dear-skin for the upper one ; it should be clad in red clothes and be 


| 
| | shining in the lustre akin to that got from a crore of 
1} 


? Other details are the placing of the 


ery age He should be decorated with a garland i 
of skulls, adorned with the crescent moon over his forehead, carrying P 


khetvaiga, Khetaka, khadga, kapala, trisila, Sara, Sarnga, pasa, 
CHER etc. He should also be decked in kundalas, and be shown 
dancing in circle (cf. Nafaraja Siva and a mention of this aspect there), 
Ma. i: ; l 
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As already. pointed out this image has found a detailed treat- 
ment in the Agamas. ‘The AmSu and the Silparatna describe all 
the eight varieties of Tripurantaka. As remarked by Rao, ‘there are 
not many points of material difference between one form and the 
other. ‘Th: common features of the eight forms ofthe Tripuran- 
takamürti are that they are all of red complexion, have one face; 
three eyes and have the Devi on the leftside. In this aspect Siva is 
guided by a passion composed of the satva and the rajo gunas,’ E H.I. 
Vol. 2. Pt. I, p. 170. - 


z Avoiding details we may give some interesting features of thé 
Agamic accounts of these manifold mürtis of Tripurantaka Siva. 


I. Tanka and krsna-mrga, the hand-:mblems along with the 
figure of the Devi form the additional constituents of the Muti 
already described from the Aparüjita's accounts. Ten arms are not 
bestowed here. The Kamikigama is content in giving only four 
or even two hands to this aspect. : 


2.5, Nothing new only placing of the foot on Apasmara-purusa, 
the devil never to be forgotten by the Agamas, or the position of the 
legs ina particular bend is required. . In all these five forms only not 
more than four arms are enjoined to be bestowed upon, 


6-8: In the sixth form Siva can have 8 arms with the usual 
attributes; in the seventh ten arms are conceded (cf. the Aparajita’s 
bestowal) and the accounts of the eighth form are more interesting. 
Here Siva is to be represented as driving in a chariot. ‘In the 
charriot there should be a part called the Mukula, which is not quite 
intelligible. It is stated that this mukula should be tied up with a 
rope, and Brahma, the charioteer should be seated in the middle of 
this mukula, with a bamboo stick in one right hand and kamandalu 
in the other; and padma-p&óa in one left hand and tbe kundika: 
(a kind of water-vessel) ia the other, Below the mukula there should 
be standing a white bull. T his bull is Visnu who got-down from the 
arrow temporarily to steady the chariot which was giving way under 
the feet of Siva; and after steadying the chariot, Visnu returned to 
the arrow. The chariot shold bé shown assailing in the aie EN 

"^ quustrations: Sri Gopinath Rao ‘has given, four illustrations of 
this aspect. Amongst them the two ‘sculptures are, found in Ellora, 
one in the DaSavatara Cave where ten-armed (cf. the 7th form and 
the A.P.’s general description) Siva stands in the chariot(cf the'8th form) 
and the other can be scen in the. Kaila&a-temple there where too the 


"chariot and its charioteer Brahma may be seen (cf. ibid). Here the 
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figure is only two-armed. The third illustration ‘hails from the Kailaéa- 
natha temple at Conjeevaram .where besides Siva being seated in 
the alidhasan in the chariot, he is sculptured in eight arms and as 
in the previous case here also Brahma is driving the chariot. The 
last illustration as given by Rao is from the Sundare$vara temple at 
Madura. Itisa beautiful sculpture of the modern times found in the 
mandapa in front of the central shrine. 


Dr. Banerjea (D. H. I. p. 487) gives another illustration from the 
Chola bronze in the Brhadigvara temple Tanjore. It is a striking 
example of this aspect, full of suggestions, the attitude being pratya- ! 
lidha which is a characteristic attitude of an archer (cf. the chapter 
below on Mudras) and the great god has to function as one. 


Sarabheéa—as one of the samhara-mirtis has been challenged 
both by Rao. and Banerjea as ‘a new entrant in the Brahmanical 
iconography. Both allude to the sectarian’ prejudice to which a 
number of new mürtis owe their origin and creation. But should | 
wenot think that this manifestation of Siva was a historical necessity for | 
curbing the ferocity of Narasimha, the man-lion incarnation of Visnu ? 
This is a curious combination of man, bird and beast. | The accounts 
are: Visnu in his Nrsimhavatara destroyed the asura Hiranyaka$ipu 
who was causing great annoyance to the gods. Even after the destru- 
ction of the asura, Visnu did not,abate his terrific attitude, which 
was causing damage to the inhabitants of the world. They approached 

ee succour ard Siva promised them his help. He at once assumed 
the form of a Sarabha, an animal with two heads, two wings of 
MCC! beauty, eight legs of the lion with sharp claws, and a long 
E Ns Me e the Sarabha approached Nrsimha, caught 
im up; the skin of Narasimha he wore as his 
garment and the head was worn on his-chest or as some accounts have 
it,on his mukuta as an ornament. 
and retired; after praising Siva, 
iva came thenceforth to be kn 
ghna-miirti. 


Visnu came to his proper sense 
to his own abode, the Vaikuntha. 
own ps SarabheSamirti or Simha- 


SarabheSamürti is described in the Kamikagama as follows: Go 
body of Sarabheéa is that of a bird of golden hue: it should Me 
wings which should be uplifted; ‘Sarabhefa has eve red eyes, four 
legs resembling those of the lion resting upon the ground ies four 

others with sharp claws kept lifted upwards and M dran lai 
the body above the loins should be that of à human being Wt 
f INE of a lion which should be. wearing upon its ie a तड 
; makuja. There should also be side tusks and on ‘the Whole a terrific 
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appearance. SarabheSa is to be shown as carrying, with two of his 
legs, Narasimha. The figure of Narasimha should be the ordinary form 
of a human being with the hands held in the añjali pose’—Rao’s version, 


The Sritatvanidhi gives as somewhat different description. It 


requires that the figure of Sarabhe§a should have thirty-two arms 
with the characteristic weapons etc, : 


As regards its representation, only one illlsutration was given by 
Rao—vide a bronze image found in the Siva-temple at Tribhuvanam in 
! the Tanjore district and Dr. Banerjea points out to another illustra- 
tion from the Darasuram temple relief depicting the SarbheSamirti 
of Siva and the following observations from the learned Doctor are: 
worth reproducing: ‘The curious chimaera-like figures of Siva as 
Sarabhe$a and Visnu as Narasimha are no doubt carved with great 
vigour, but the weird and grotesque theme lacks any grace and refine- 
ment. 'The reason is obvious, for the whole motif owes its origin to 
the feeling of unmitigated sectarian rivalry and bitterness. The 
sculptor faithfully carries out the behest of the rankly sectarian Saiva 
mythmaker, and thus has not scope for producing a noble specimen 
of art. The grostequeness of the whole relief.is only very partially 
relieved by the elegant carving of the tiny figures of the human 
admirers on the top and the pose of hapless abandon in which 
Narasimha is shown’—D. H. I. p. 488. 


Brahmaéiraschetr-mirti: is another aspect which also represents 
another great samhara. Its accounts ‘in the Varaba and Kürma 
Puranas materially differ. The former associates with . Brahma’s 
creations of Rudra and naming him Kapilli, who cut off the fifth head 
of his originator because he was insulted by the bad name. Unfortu- 
nately the cut-off head was not leaving Rudra and zo Rudra came 
to his senses and requested Brahma for the way to get rid of it. He 
was asked to lead a Kapalika-life for twelve years and consequently 
at the end of this period he arrived at Varanasi, where this Kapslamus 
cana -took place. Even to day the place is famous for its Sas 
sanctity. -The Kirma-purana’s account may not be delineated upon 


— een ss OT 


for want of space. 


* So Uo Sided Pr. Laks. p. 174 prescribes the figure of this 
aspect of Siva to bc of white complexion with three eyes, ber era 
and a jatimakuta and kundalas in the ear and ons P. the hani $ . 
carrying the - skull of Brahma. It should be drappe in ga | 
made ofügerskin: ~~ no f 
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Bhairava, Svacchanda Bhairava and 64 00:30 Bhairava accord- 
ing to the Sivapurana is the pürna-rüpa of Siva. He is so called because 
he protects the universe (Bharana) and because he E also terrific 
(bhigma), he is also known as Kalabhairava for even Kala, the god of 
death trembles before him He is Amardaka because di kills bad 
persons, and Papabhaksaka because he swallows the sins of his 
devotees. Bhairava is the lord of the sacred city of Ka$i. 


As regards the description of the general form of Bhairava the 
V. D's description is typical. According to it Bhairava should have a 
flabby belly, round vellow eyes, side tusks and- wide nostrils and should 
be wearing a garland of skulls. Other characteristics are: adorned 
with snakes, with dark complexion and elephant hide for garment, 
arms carrying weapons. He should be represented according to it as 
rightening Parvati with a snake, to be true to his name (not leaving 
even his beloved wife). 


The illustration tallying this description of the V.D. to a great 
extent may be seen in one of the finest Bhairava figures hailing from 
Khiching ably commented by Dr. Banerjea—D.H.I. p. 481. Itisa 
representation of graceful aspect of the deity. Another illustration of 
the many-armed Bhairava hailing from North Bengal (and now ‘in 
Asutosh Museum) is representative of the terrific aspect—‘all the’ 
features help to create an atmosphere of unmitigated terror'—Banerjea. 


Svacchanda. Though Svacchanda is one of the 64 forms of 
Bhairava, the conception of Svacchanda-Bhairava is unique as we 
find in the Aparajitapraccha’s description of him (Pr. Laks, p. 174). 
The special characteristics of the formation of this figure are: bestowal 
of weapons and attributes (some of which being casaka, pustaka, poison, 
saxpa, modaka, parrot, yonimudrü etc. 50 attributes including 
weapons) in his 50 hands and the two hands placed on the head. ‘Thus 
flive-faced, threereyed and ‘fifty-armed (all in 


Si motion), seated: on. 
padmüsana,is really a unique figure. © ~- -- हे : 


"Another special feature of the formation is the employment of 
21 Tala-measurements in this extraordinary form of icon which'has' 
beaten practically all recotds of iconometry. - Itis also said there ‘that 
there should be all the 8 Bhairavas on his sides. Though Bhairavamürtis 
generally are north Indian representations in sculptures, it is difficult 
to say whether this aspect -and ‘concept ‘of. Bhairava-- is'any where 
illustrated. As the A, P. being a representative text: of the northern: 
school of architecture and sculpture, its author must ha 
such ‘tradition in vogue and therefore it is pointer 


ve: found some: 
Mm Y to us to find’ out: 
the illustration of this aspect in our varied and rich sc 


ulptural heritage: 
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Other special forms of Bhairava are Batuka Bhairava and Svarna- 
karsana Bhairava. The characteristics as laid down in the Pr. Laks. 
p. 175-76, of the former are: ‘The particular type of Bhairava usually 
found in Northern India goes by the name of Batuka (youthful) Bhairava. 
He is nude, terrific in appearance with protruding fangs, rolling and 
round eyes and his hands hold such objects as a sword, a khatvariga, a 
$üla or kapala; he usually wears wooden sandals, and is often shown 
accompanied by a dog? Rüpamandana's ibid p. 176) description is 
characteristic of placing manifold weapons on his eight arms—one of 
which is also to carry flesh. Instead of riding upon a dog (as some 
texts say) here the dog is by his side. 


Its illustration as given by Dr. Banerjea hails from Varanasi which 
has got a character of its own. The illustrations (Stones at Pattisvaram, 
Indian Museum, Calcutta, Madras Museum and the Museum of Royal 
Asiatic Society of Bombay) do not really illustrate the descriptions in 
full viz. the absence of eight arms etc. ý 


Now the latter 7. e. the Svarnakarsana according to the Sritatva- 
nidhi (Pr. Laks. p. 176) should have an yellow-coloured body, with 
four arms and three eyes and should be clothed in yellow garments, 
He should be adorned with all kinds of ormaments and be praised by 
all gods. The appearance of this aspect of Bhairava should be one 
which suggests perfect happiness coupled with masterful authorita- 
tiveness. He should be carrying in his hands a vessel filled with gold 
and precious gems; a camara and a tomara and a large Sula should 
be resting upon the shoulder. 


Sixty four Bhairavas:—Bhairava has eight different forms: 
l. Asitinga,2. Ruru, 3. Canda,4. Krodha, 5. Unmatta-Bhairaya, 
6. Kapala, 7. Bhisana and 8. Samhara. Each one of these forms is j 
divided further into eight subordinate forms forming an astaka which 
in its turn makes up astastaka—sixty-four in all. The following 
tabulation will make them clear : 


1. Asitanga group Jatadhara Kulapalaka 
Asitanga Vi$varüpa Mundapala 
Visalaksa Virüpaksa . Kamapala 
Marttanda : Nanarupadhara 4. Krodha group 
Modakapriya Vajrahasta Krodha 
Svacchanda Mahakaya Pingaleksana 
Vighna-santusta 3. Canda group Abhrarüpa . 
Khecara Canda Dharapala 
Sacaracara Pralayantaka Kutila 

-2. Ruru group Bhiimi-kampa Mantranayaka 

- Ruru, Nilakantha Rudra 
Krodadamstra Visnu . .; Pignah — o 
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5. Unmatta group ` "Hasticarmambaradhara Daksina 
Unmatta Yogi$a Mukhara 
Vatukanayaka Brahmaráksasa : Asthira 
Sankara Sarvajiia 8. Samhara group 
Bhita-vetala ‘SarvadeeSa Samhara 
Trinetra Sarva-bhitahrdisthita Atiraktariga 
Tripurantaka 7. Bhisana group Kalagni 
Varada Bhisana m ८ Priyankara 
Parvatavasa Bhayahara Ghoranada i 

6. Kapala group Sarvajna Visalaksa 
Kapala Kalagni YogiSa, and 
Sa&ibhüsana Maharudra Daksa-samsthita 


N.B: (i. Some names like ViSalaksa, Sarvajna, Yogi$a and 
. Kalagni are repeated. 


N. B.—(ii). The first group is said to be of golden complexion 
carrying the tri$ula, the damart, the pa$a and khadga; the second 
of pure white adorned with ornaments set with rubies and carrying an 
aksamala, the aünku$a, a paSa and a vina; the third of blue colour 
carrying agni, Sakti, gada and kunda; the fourth of smoke colour and 
carrying khadga, khetaka, a long sword and a para$u; the fifth 
also of white colour and carrying the kunda, the parigha and bhindi- 
pala; the sixth of yellow colour and carrying the same weapons as in 
the previous group; the seventh of red colour, weapons the same and the 


: eighth are of the colour resembling the lightning and carrying the same 
weapons as in the previous group. 


N. B.—(iii) According to the Tantric texts, these 64 Bhairavas 
are the consorts and guardians of 64 yoginis. 


N. E (iv) The representation of one of these 64 Bhairavas 
| Atirakianga, may be seen in Stone panel, Ellora. र 


Other aspects of Samhüra include Virabhadra, Jalandhara, 
Mallari-Siva and Aghora-murtis; 


I. was assumed by Siva at the time of the destructiou 
Daksa, the father-in-law of Siva and the father of S 
1 sulted his daughter and son-in-law. in not callin 
giving their due. S ti burned herself to vindic 


ofthe yajna of 
ati who had in- 
8 them to the yajfia and 
ate her honour and Siva 


Virabhadra—is a well known Paur&nic account as to how this form | 
f 


TTS ALPENE EEE m a A 
= 


Lim I 3 


" TA 
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destroyed the yajfia in this aspect of Virabhadra. There are different 
versions of this story in different sources like the Kürma, the Vardha, 
the Bhagavata and may be seen in Rao’s book. 


The Sritatva-nidhi—Pr. Laks. p. 177, gives the description of this 
figure with usual attributes, a special characteristic being the placing 
of Bhadrakali by the side of Virabhadra and on the right side the 
figures of Daksa with goat's head, two eyes, two horns etc. (also to be 
shown). Virabhadra is to be shown standing on a pair of sandals, 


The illustrations hailing from Madras Museum (Bronze), Tenkasi 
(Stone) and several Virabhadra reliefs in associotion with Sapta-Matr- 
kas may be seen as good representations of this aspect in Indian 
sculpture. f 


Jalandhara-hara-mürti—is also a composite image like Virabhadra. 
Its origin is related in the Siva-purina: ‘The fire that emanated from 
the forehead of Siva at the time of the destruction of the three castles 
of the Tripurasuras was let into the sea where Sindhu joined it. This 
rose up as a child and was named Jalandhara. His subsequent exploits 
and the killing by Hara are the details not entered into here for the 
exigencies of space. 


Like Jalandhara, Andhakasura-vadha-murti is also a well known 
| account in the minds of people who have some acquaintance with 
| Durga-Sapta-Sati DaSavatara cave Ellora illustrates this figure charac- 

teristically. - Other illustrations hailiag from Elephanta and Kailasa 
temple Ellora (stone panels) are also remarkable for their beautiful 
and forceful representations. The Mallari-Siva is a local account at 
Mah&kila Ujjain and only a passing reference was needed here. 


Lastly. Aghora-murtis (one of the fivefold primary aspects of Siva) 
may also. be only touched upon to realise their greatness in the 
? Tünatric Upasan&. This aspect requires consecrational rites to be 
performed for the initiation into the worship of Aghora. The l4th 
date of the dark fortnight of the Bhüdra-month is known as Aghora 
Caturdaéi. Itis said that those who worship Siva in this aspect of 
Aghora on this day will be taken to Sisva's abode. 


d Iconographical description—vide Pr. Laks. p. 178 mention theo 
important varieties: Astabhujaghora, Da&abhujághora and Dyatrim- 
Sati-bhujaghora mürtis. Their details are simply aghore—full of weapons, 

| naked, black in complexion, adorned with snakes and scorpions, cover- 
ed with cita-bhasma, terrific appearance with side-tusks and surrounded 
| by demons and goblins, The third variety of the figure of this aspect 


, onm 
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is also required to-be standing upon the severed head of Kala~-vide 
the Sivatattyartanakara (cf. Pr, Laks. p. 179). 
E Rao has K two illustrations both hailing from South. Siva 
temples at Patti§varam and Tirukkalukku typify the representation to 
a great extent. i ; 
` Mahakala with Mahakali—are also reckoned by Rao. as another 
m of Samhüra. It is associated with the origin of Mahakala 
at Ujjain where after killing the asura named Dusana, Siva assumed 
a form ofa Jyotirlinga with the name of Mahakala and stayed away 
there. : ad 
KANKALA AND BHIKSATANA MURTIS - ! 

Both these go together. We have already seen the Brahma: 
Sira$chetr-murti in the Sambara aspect of Siva. Here both these 
represent the expatiation ‘of the sin of that Brahma-hatya in which 
as per the injunctions of the DharmaSastras drescribed therein, one 
ofthe items being the begging in the severed kapala of the killed. 
Rao says: “The images of Kaükülamürti and the Bhiksatanamiirti 
are generally found in all Siva-temples of importance throughout 
Southern India and all Saivigamas contain more or less detailed 
descriptions of these images.” The Pr. Laks, as’ gathered from the 
Amésu; the U. Kamika, the P.u. Karana, the Silpa-ratna etc.— vide pp. 


179-84, are an evidence corroborating the above statement of the 
l:arned author of the E. H. I. 


Kank@‘amurti—Here he. carries on the prongs of his trident the 
Skeleton of Visvaksena, the gatekeeper of Visnu, who was killed by 
iva for his refusal to’ admit ‘him into the presence of Visnu. Tne 
special.features of this figure, apart from the usual poses and 
attributes, are: the back .]eft hand with kankaladanda, placed 
horizontically on the left shoulder; 5 
silver-handle. tucked. up in the girdle 
goblins, surrounding in various moo 


the bhiütas carrying on his head a 
received in alms, 


ith a spocn. Out 


women should appear slipping down 
€ hosts of rsis, 


vidy&dh ; fang gandharvas, siddhas 

EN EEUU ever itte around Siva, with arms cios on the 
chestin the afijali pose, The god Va : : 

75 a TE : yu should t 

before Siva; Varuna should 5 WOD Qno Gero 


prinkle them With water, the other 
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devas should sprinkle flowers on. him, the rishis should praise him by 
repeating the Vedas, Sürya and Candra should carry umbrellas over 
his head and the celestial musicians Narada and Tumburu. should 
sing songs to the accompaniment of musical instruments." 


Bhiksitana-mürti—has the general features ‘of the former in 
addition that he is quite naked hereand the 1८६ hand is carrying a 
kapala—other details may be seen in Rao’s. bí 


i ‘The suprabhedagama adds that the kapala held by Siva is that 
of Brahma and the kankala that oi Visnu; herein the Pauranic story 
of the murder by Siva of both Brabmi and Visvaksena, an aspect 
of Visnu, is accepted and followed" '"—Rao. 


x A numberof photographs are reproduced by Rao to illustrate 
‘these figures and they all belong to South India. The following 
tabulation will be interesting: 


Kankala Bhiksatana 
1. Stone: Darasuram. 1. Stone: Conjeevaram 
2, Bronze: Terkasi. 2. ,, Tiruchengattangudi 
3. Stone: Sucindram 3. ,, Kumbhakonam 
4, » Kumbhakonam 4-6 Bronzes: Tiruvenkadu 
5b op Tiruchchengattangudi. Valuvur and 


Pandananallur 
MISCELLANEOUS ASPECTS 


Among the miscellaneous aspects, Rao has grouped firstly Sada- 

Siva and MahasadaSiva mürtis, secondly Paficabrahmas or Isanadayah, 

MaheSamirti, Ekada§ga Rudras, Vidye$varas and Murtyastaka, but 

here I have not only changed thc order but have taken away the 

first group, the Sadüsiva and MahisadiSiva to represent the extraor- 

| dinary (asadharana) aspect of Siva cf. below and shall close Saiva 

? icons with Mahe$a or Mahadeva, the fully manifest Supreme Siva. 
Accordingly let us first begin with Ekada$a Rudras. 


 Ekadasa Rudras; The names of these Rudras are given differently 
: in different texts. Let us tabulate them and see the difference: 


, Amáu. Agama. Vi$vakarmapra. Rupamandana. Aparajitapr. 
_ Mahadeva Aja Sadyojata Tatpuruga 
Siva » Ekapada  Vainádéva = Aghora 
3 Sankara Ahirbudhnya © Aghora ` Isana ' 
| Nilalohita Virüpüksa  #Tatpurusa pes "N&madeva © ; पु 
| Jéana- . Revata j Teana Yes Sadyojata 
| Vijaya Hara Mptyufijaya ` 'Mytyulifaya" : 
] eo 
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Bhima Bahurüpa Vijaya Kiranükéa । [ 
Devadeva Tryambaka Kiranaksa Ahirbudhnya . i 
Bhavodbhava ^ Sureávara Aghorastra Virüpiaksa 

Rudra Jayanta Srikantha Bahurüpa | 
Kapili$a Aparajita Mahadeva Tryambaka | 


N.B: The list of the Aparajita and the Rüpa are similar to a 
great extent. Now as regards their iconography, the details can very » 
easily be gathered for their pratima-laksana—vide Pr. Laks. p. 184-87 
and they need not be detailed here, All these details relate to the 
number of hands and their attributes. Their representations in Indian 
sculpture cannot be said to have been non-existent as both Rac and 
Banerjea are silent about them. During my visit to the different north 
Indian and south Indian temple-sites, the varied and rich sculpture , 
at Khajuraho did give me an. impression that of some of these Rudras 
are represented there. Similar representations may be found else- 
where also, 


Vidye$varas—form the next group of the miscellaneous aspects 
of Siva. These are philosophical aspects duly noticed by Rao and need 
not be dealt with here They are eight in number. Only their names 
and colours as per the following tabularion will do here: 


Anante$a blood-red Ekarudra black | 
Suksma white Trimiirti crimson | 
Sivottama blue - à Srikantha red (variety) 


Ekanetra — yellow ; Sikhandi dark brown 


N. B. Their detailed descriptions may be seen in Pr. Laks. 
p. 187-88. It is said that "in conjunction with the Saktis, Vama, Jyestha, 
| Raudii, Kali, Kalavikarani, Balavikarani, Balapramathani and Sarva- 


bhütadamani, the Vidyeévaras are made by Parama Siva to create 
the universe.’ : ues 


Murtyastakam—is the the collecti 
| m the Asta-mürti beautifully conceptualised by the great poet 
| Ka 5 the Mangala in the Abhijfiiana-Sakuntalam and these 
are: Bhava arva, 16579 Pagupati, Ugra, Rudra, Bhima” and 
Mahadeva. , .>- = 


ve name of the cight forms of | 


Al these are the representative lords of. the visu ५४७ in 
conjunction With their female aspects, the eight foams of J estha— ide 
the Siddbanta-Saravalf and the commentary on them A to b naken 

- Sakta Images, It may be noted that both MT 
P'alica-Brahmzs or Téanádayah, to be just taken up, really represept 
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thesame piinciple, the presiding overlordship of the tatvas. As 
regards their laksanas, all are not described individually. The V. D. 
only hints at their general characteristics of crescent moon, jatamand- 
ala, three eyes and usual weapons. The P. Karanagama gives them 
their respective colours—white, black, red, slate (krsna) pale, pink, 
dark brown, coral red and deep blue. 


I$anidayah Pafica-miirtayah: ‘The five aspects of Siva known 
collectively as the Pafichabrahmas, and whose individual names are 
ISana, Tatpurusa, Aghora, Vàmadeva and Sadyojata, as we have already 
said, are emanations from the Niskala Siva (the formless, unmanifested 
Parabrahma of the Vedantins and Vasudeva of the same state of 
existence according to the Vaisnavagamas). 


The general characteristics of these figures according to the V. D. 
—vide Pr. Laks. p. 189 are that leaving I$anas the other four are white, 
yellow, black and red respectively. Other details can be gathered 
from the Pr. Laks. p. 189-90. 


As regards the illustrations of these aspects the Murtyastaka, 
the VidyeSvaras and even Ekada$a Rudras, Rao says, “As far as it 
is known, there do not exist any sculptured representations of the 
groups, the Ekada$a-Rudras or the Mürtyastaka, at least in any one 
of the South Indian temples and I do not know if in Northern India 
these are found any where". I think we can get some representations 
of these miscellaneous aspects^of Siva in the Siva shrines of the North 
asI have pointed out in the case of Ekadaéa-Rudras. This 
investigation still needs be taken up. 


Mahega or Mahadeva: with this account of the different Siva 
mürtis, let us end them with the Mahe$a or the Mahadeva, the fully 
manifested Supreme Siva who is the cause of creation, protection and 
destruction. ‘By his side there should be the figure of Sakti also. It 
should have three eyes, and four arms. On the head there should be 
a karanda-makuta and on the person all ornaments appropriate to 
women. The waist of the figure should be slendar, and the pelvis 
broad;. similarly there should be two well-developed high breasts on 
the chest. Two of the hands should cach hold a nilotpala and an 
aksamala, while the other two should be kept in the varada and 
-abhaya poses. The figure must be clothed in silk garments and must 
be -standing on the same seat and under the same prabh&vali as 
Mahega on his left side’. ° e cu EE 

Rao has given four illustrations of these figure: (1) Stone from Siva 


temple premises at Melcheri near Kayeripakkam; (ii) the secon ds 
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the celebrated *Trimurti' of the Elephanta Gave wrongly called: 
Trimürti, unmistakably representing MaheSamirti (cf. Rao’s argu- 
ments pp; 382-83); (iii) the third hails fronr Belgaum district; and 
-(iv) the fourth comes from Chitorgarh, in Udaipur Marwar. 


N.B. Itmay be remarked here that the Elephanta Trimurti 
rightly challenged as MaheSamurti is called by Stella-kramrich as 
Mahadeva of Ehlphanta, corroborating. our identification of Mahesa 
with Mahadeva—vide Pr. Laks's heading. Dr. Banerjea however takes 
ita composite image in which instead of the five or four faces of the i 
Lord, one is that of her consort—vide his observation: ‘But none of these 
scholars appears to have understood the real nature of the face on the 
right, which is undoubtedly feminine in character. A carefuly study 
of the reproduction given in this book will convince any one that the 
demure and downcast eyes with the finely drawn brows, the distinct 
pout of the lower lip, the receding chin, the jewelled curls tastefully 
arranged on the forehead and other features not only differentiate it | 
from the other two faces, but also characterise it as the face of a female | 
figure,—D. H. I. p. 476. 


SIVAGANAS | 

After Siva in his manifold aspects is described, his personal | 
ganas too may be taken notice of, howsoever briefly. These 
are Nandi, Candanatha or Cande$a and Ksetrapala. A passing 
reference will also have to be made of the deccased Siva-bhaktas whose 
images too should figure in a Saivite shrine. 


Nandi : In North Indian temples he is represented as a bull. He is 
squatted on a raised pedestal facing the entrance door of practically 
every Saiva shrine. A good many temples (one of which being writer's 
own Rudre$vara temple at his birth-place, built about half a century 


ago on the style of Khajuraho and Bhuvane$vara by his uncle Pt. 
‘Rudradhara Shukla) represent Nandi, ths 
Sivalinga. T 


bull placed just near the 
his placing also serves a great purpose—‘fyqeqta प्रदक्षिणा? 
—you simply cannot have the whole of the circum- 
the deity, because Nandi is seated in the middle 

of Nandi is fully corroborated b : 
him: “देववीज्षुणतत्त्पर! 


ambulation of 
This placing 
y the Matsyapurana’s injunction about 
Which can be done only when he is set up like this. 
The sculptural tradition of Nandi’s sha 
temple proper are "oth corroborated in 4 
praccha which describes Nandi or Nan 
gives all the relative measurements of the 


pe and his allocation m the 
medieval text, the Aparájita- 
dikesvara in a bull-form and 
figure—vide Pr. Laks. p. 191 
-92 (iii). As regards its i (PEMA NIC cee cate 

es DE i s its illustrations they are two numerous to be given 


| 
| 
1 
iva shrine must have a Nandi, È 
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: ‘I have introduced these ganas /Nandi being the supermost) as 
Siva's personal atténdants. - Contrary to this Nandi under a high title 
of Adhikiiranandin is represented as a bull-faced human being or as a 


duplicate of Siva, in a good many south Indian temples. T 


dem E Z his is 
another tradition associated with 


i | Nandi and it has got a good many 
mythological accoun ts in the Purāņas themselves. These diferent 
accounts of the origin of Adhikara-Nandi are found—vide the Siva-ma- 
hapurana, the Linga-purana etc The Bhagavata also mentions him. The 
Ramayana cf Valmiki represents him as having the general apperance 
of a monkey and with a body ofa fierce dark brown powerful dwarf. 
(cf. the accounts of Ravananugraha). Kalidasa describes (cf. 
kuimarasambhava, III. 4l) him as keeping guard over the entrance 
door of Siva’s abode at Kailaéa with a golden staff resting against his 
left fourarms and silencing the ganas with a finger of his right hand 
placed in his mouth. 

Dr. Banerjea therefore takes up these designations and comments, 
‘when these designations began to be attributed to him he was conceiv- 
ed more as one of Siva’s attendants than as his mount, and unlike 
Garuda, he was usually fully anthropomorphised though hybridity in 
his representation was not unknown. 
` Itis keeping in with this background that a north Indian text, 
the V. D. also bestows a human form and desc;ibes him as such—vide 7 
Pr. Laks. p. 191 jii). He is described there as three-zyed, four-armed 
wearing a tiger-skin-garment, holding a tri$ula and a bhindipala ( a 
kind ofjaveline) in two of his hands, one of the front hands being 
placed on his head, the other being in the tarjanimurda. 


: According to the U.. Kimika, however, he is to be represented as 

holding a battle axe and an antelope (in his back hands), (his right 

hands) being in afjali murd& in the act of bowing to the Lord, his i 
body being besmeared with ashes, (his head) being brightened by 
crescent moon, Ganga and snail-shell-like jatas. *The male figure 
usually placed into the entrance door of many Siva temples of Southern 
India corresponds to the second description and thus, as has been 
observed by Rao, resembles :0 some extent Siva in his Gandra$zkhara- 
mürti aspect; the difference lies in this that the front hands on the 
former are folded in obeisance while those of the latter are in the 
varada and the abhaya poses,—Banerjea. 

A very good illustration of Ah:karanandin may be pointed out in 
the figure hailing‘from Siva temple at Valuvur and precisely Mice: 
the U. Kamika’s prescriplion of him. ; : f 
' — Cande&a or Candanatha—is another importont Gana whose Bere 
are very common in the south Indian temples. We have already 4 
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making him a lord of his ganas. The 
detailed. A good deal of the temples 
tailed in the Agamas—vide Pr. Laks. 192 


Siva's anugraha upon him 
accounts are copious and 


icon hy has also been de 
B rien The image of Cande$vara may si " i 
Svatantra (in a shrine unattacheJ to any temple) E. paratantra ; 3 
of the parivaradevatas of a Siva temple). ba the epis Gate d E 
ing the central shrine there should be eight UT x am ec 
Rudrabhakta, Rudracanda, Candapa, Mahabala, Virya, l'a बच 
Téasevaka and Rudrakopaja. In front of the temple as his Lord's; a 
Nandi should also beset up alone with two gatekeepers named 
Candanuga and Candabhrtya. Such is the glory of Cande$a conse: 
quent upon the anugraha of the Lord. In the latter case i. e. 
paratantra, his shrine should be faciog the south and be situated on 
the north-east corner of the first prakara of the Siva-temple. 


Avoiding the details of iconographical accounts, the Agamas—vide 
Pr, Laks. p. 194 (ii) say that Pracanda, Ganda, Vikrantacanda, Vibhu- 
canda Viracanda and another whose name is not given came from Pan: 
cabrahmas. The stewardship of the house of Siva was bestowed upon 
them each in the order of the Yugas. This again supports my calling 
them personal ganas in opposition to the Ganas in general, the Gane§a 
or Kàitikeya whom a separate chapter has been devoted. 


The illustrations hailing from seated stone Tiruvorriyur; standing 


bronze Marudantanallur represent the figure of Cande$a in a charac- 
teristic manner. 


«¢ 


Ksetrrpila.—is an Agamic ( Jainas too, have patronised him cf. 
ahead) deity whose shrine is laid on the outskirts of a town or village 
for its protection from evil deities and bad men. The Am§u. Agama— 
vide Pr. Laks. p. 195 describes him in these aspects; Satvka, Rajasa and 
Tamasa with their different and manifold emblems. The image of 


Ksetrapala should always be made standing one with three eyes, it i 
may possess 2,4,6 or 8 arms. 


It may be noted that Kesetrapala is not other than Bhairava—cf. | 

Aghora&ivacarya's dhyana$loka: 
: दंष्ट्रिणं चोग्ररूपञ्च  यज्ञरक्षाधिकारिणम्‌ | | 
श्वानवाह ज्तलत्केशं क्षेत्रपाल भजाम्यहम्‌ || | | 


The illustrations given by Rao hail from Ajmer and’ Halebidu (both | 
- Stones). Se | 


Arya or Sista and Sivabhaktas.—A word may be said on these as 
well, . Rao rightly says ‘The diety Arya, Sasta or Hariharputra, $9 
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well known to the Dravidas, is not familiar to the inhabitants of nor- 
thern India; even in the Dravida country he is favourite only of the 
Malayalam people". It may be interesting to know that Malayalis 
consider him as the guardian ofthe land and as such eight mountain- 
tops along the western ghats are surmounted by eight temples of 
Sastá to protect their country. What Subrahmanya is to Tamilanad 
Sasta is to the Malayalam country. The Sri Bhágavata recounts the 
Mohinirüpa Visnu at the time of churning the ocean and the conse- 
quent quarrel between the Devas and the Asuras for distributing amrta 
and how Hara fell in love with this form. It is from their union that 
Arya or Sást& (rightly also called Hariharaputra) was born. The Sup. 
Agama distinctly mentions that Sas was born of Mohini. With this 
brief account, the iconographical ones—vide Pr. Laks. p. 196 (i, ii, iii) 
are easy enough to conceptualise the figure and so avoiding the details, 
its illustration in sculpture may be pointed out. Rao has given four 
such illustrations among which three are bronzes hailing from Sastan- 
kottai, Valuvur, and Tiruppalattarai and the fourth found at Tiruppas 
raiyaru is stone. 


The tradition of giving a place to the images of Siva-bhaktas or 
Visnubhaktas is characteristically of the South Indian temples. The 
figures of saints and renowned Acüryas are as adorable as those of the 
presiding deity. Rao has given a detailed account of these bhaktas— 
Sivabhaktas and Visnubhaktas both and that may be looked into there. 


Secrecy of the &aiva-emblems-—Now in the last three more topics 
remain to be dealt with in very brief—the Sivalafichana-rahasyam, 
Sivayatanam and its asta-pratiharas. Regarding the first the V. D. is 
very helpful to expound the true genius of the different and manifold 
emblems of great Siva. The following tabulation of its account will 
be interesting—vide Pr. Laks. p. 198; 

(i) Sadyojáta—etc.—five faces represent five gross elements as well 
as individually known as Mahadeva (eastern); Bhairava (Southern), 
Nandivaktra (western) Umavaktra (northern) (cf. Dr. Bannerjea’s 
thesis on the so called Trimürti sculpture at Ellora) and Sada$iva (the 
5th one on the top also known as १55595). 

(ii) The three eyes of the eastern face (Mahadeva) are the sun, the 
moon and the fire. 

(iii) The ten arms (two to each face) stand for the ten quarters and 
their attributes like club and citrus in the hands allotted to Bhairava, 
symbolise death and the ‘seed’ (param@navah) of the whole world: the 
shield and trident in the hands allotted to Nandivaktra (the eastern or 
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the central one that is behind the Mahadeva) symbolise the manifest: 
unmanifest matter; the mirror and the lotus assigned to the Umavaktra 
(the northern) symbolise pure knowledge and renunciation— cf :: 
आदर्श निर्मल ज्ञानं axi तथोत्पलम्‌ | 

(iv) The matted locks on the head represent Brahmans; the 
ardhacandra is known as ai$varya (divine essence).—Vasuki represents 
divine anger, characteristic of the destructive aspect of the lord, 
destroying the three worlds at the Pralaya. The large and spotted 
Vyaghra-carma (tiger-skin) is Desire (extensive and variegated); the 
bull is the Divine Dharma having four feet, the Ideal State of the 
kingdom of Dharma; 


'वृषो हि. भगवान्‌ धमश्चतुष्पाद; प्रकीर्तितः ? 


As Prakrti which brings forth the Universe is all white, so Mahe&- 
vara's colour is likewise all white. 


> Sivayatana.—According to the A.P.— Vide Pr. Laks. p. 199 is of two 
types—Ekadvaram and Caturmukham. In the former the allotment. 
of the deities is: Ganapati (in the left), Parvati (in the right), the Sun in 
the Nairrtya, Janardana iti the Vayavya, Saptamütrs in the South, 
Sintigrha in the Saumya and ‘lastly JalaSayin in the West; in the latter’ 
Snanagrha and Uma along with Mahalaksmi and Bhairavi in the left, 
Somadvara in the right, Rudra in the middle, Matrs in the South; 
Brahms, Visnu and-Rudra (repeated) are allotted in the back; the 
moon and the sun in the karna? Skanda in the Agneya, Vighnaraja in 
the I$àna and Dhumra in the I$&nagocara. .What is the implication | 
of this detailed prescription is not fully borne out in the monuments, 
the sublime temple architectural heritage of India. ; 
The Asta-pratiharas, 
characteristic. emblems 


—The following eight Pratiharas with their 
and attributes like mütulunga, n&gendra, 


damaiü, Sila etc. etc. are assigned in a S.va-shrine—vide Pr. Laks. 
9. 199. & 1 | 
Nandi Heramba Durmukha Sita and 
Mahükala — Bhrügi Pandura Afita, 
| 
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CHAPTER IV 
GANAPATYA-PRATIMA-LAKSANA 
GANESA & SKANDA 


) The title ‘Ganapatya’ is significant in more than one ways. 
Firstly, like Saivism and Vaisnavism, Ganapatyism was one of the 
religious or more characteristically a bhakti-cult with a good many 
adherants. Secondly, Gane$a and Kartikeya though both being inti- 
mately connected with Siva (being his sons and also the commanders of 
his army) they both should have been treated in conjunction with him. 
The ganapatis like Nandi and CandeSa were, as I have mentioned below, 
were really only house-hold ganas, the personal ones and so they have 
found a place in Saiva-iconography. The same thing cannot be said 
of Ganesa and Skanda. They assumed a distinct and definite role of 
their own and were deified as Adhisvara and independent lords—vide 
their cult-theology and metaphysics, and naturally therefore their 
accounts must be dealt with in a separate chapter. प 


GANESA 


History: Before we take up the Purgnic account of Gane§a, as 

one of the principal gods, let us say a few words on his history. The 

। evolution of Ganapati Gane§a passes through the primitive folk-gods 
and goddesses what are called the Vyantara-Devatas in early Jain texts. 
This is what Dr. Bannerjea also holds: *One of the five recognised 
Br&hmanical Hindu cults viz, that of Ganapati retained to a great 
extent in the iconic type of its central deity its primitive form." 
Accordingly it is held by him that the images of Ganapati appear to 
be basically connected with the "two groups of Vyantara-devatas 
namely Yaksa and Naga [the full list of these devatas (?) according 
to Jains being: PiSacas, Bhiitas, Yaksas, R&ksasas, Kinnaras, Kimpuru- 
-gas, Mahoragas (Nagas) and Gandharvas; (ii) Budhists adding Devas, 
Asuras, Garudas; and. (iii) Brahamanas still going further, add 
.Kumbhandas, -Kabandhas, ;Daityas, D&navas, Apsarasas, Siddhas, 
.Südhyas, Vidy&dharas, . Pramathas, Ganas etc.] and says: “the 
characteristic iconography of Ganapati may be sought in . the facts 

that he combined in him some of the characteristic traits of both the 

: Yaksas and the Nagas. Coomarswamy pointed out Jong ago that 


. (3०१९६३ was undoubtedly a Yakga-type and an elephant-headed ५ Yakga 
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istobe found in an Amaravati coping. The tundila (pot-bellied) 

trait of the Yaksas is prominent in Gane$a and he possesses the head 

ofa Nava in the sense of an elephant (Naga meant a snake as well as 
o 


an elephant). 


Dr. Bhandarkar (cf. Vaisnavism etc.) also traces the beginnings of 
the worship of Ganapati to the veneration paid pouch ‘imps and evil 
spirits’ as Sala, Katankata, Usmita, Kusmandarajaputra, Devayajana 
and others as mentioned in the ‘Manava Grha-sütra' and the *Yajria- 
valkya-Smrti’. They are collectively described in these texts as well } 
asin the Mahabharata as Vinayakas, who were prone to possess 
men and women, make them failures in life and put obstacles in their 
performance of good deeds, hence ‘Vinayaka-Sinti? is one of the 
important injuctions of these early scriptures—vide details in Dr, | 
Banerjea. He therefore observes, ‘that the main characteristics of | 
Ganapati-Vinayaka as the ‘King of obstacles (Vighnarāja), the 
‘destroyer of obstacles’ (Vighna-vina$ana) and the *bestower of success’ 
(Siddhidata) after proper propitiation can be traced to the traits of | 
- the ‘imps and evil spirits'—D. H. I., p. 355. | 
Another important element, in- the Ganapati-iconology and the 
conseqent iconography thereof, is the word Ganapati itself, literally | 
meaning the leader. of ganas who in their turn were associated with | 
Rudra-Siva cf. Marutganas. This also.throws light on his association 
with Siva who was himself described as Gane$vara (cf. the Mahab- | 
harata). As regards his association with Skanda and his being 
elephant-headed it may be traced to the Mahaparisadas of Rudra 
—vide Skandabhiseka (Ch, 45), Salyaparva of the Mahabharata, where 
they are mentioned as attendants of Skanda, bear the faces of animals j 
and birds among whome elephant is one Dr. Banerjea, therefore says | 


that the Siva-temple at Bhumara (C. 6th century A. D.) contained the 
figures of many ganas with faces of animals and birds on its walls. 
As regards the tradition ofa special veneration being paid to Gane$a 
by traders and businessmen it may be traced back to the early medieval | 
period—vide inscription on Ghatiyala pillar (D. H. I., p. 356-57). 


As regards the Pauranic accounts, 
interesting but the different Puránas give 
may be seen in the originals or in G 
known references to Gane$a are found 
. Br&áhmana (I. 21). Here Ganapati is identified. with Brahma, 
_ Brahmanaspati or Brhaspati. Muir says “The art of writing was 


usefully employed in the carly ages of Philosophy. Lists of.words 
apparently submitting to a gener al-principle of classification, or having 


the origin of this god is very | 
different accounts and they | 
opinath's work. The earliest | 
in the accounts of Aitareya- | 


ee 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


GANAPATYA-PRTIMA-LAKSAANA 289 
thé same sense, were drawn up. These lists formed Ganas which were 
appreciated. Ganapati, the lord of ganas, was a name of Brahmanas- 
pati. It was gradually recongnised as knowledge itself. It Was 
Brahma. It was the Veda. Pratisikhyas gave ganas; Yaska's 
treatise is a collection of gaņas (E. H. I.). We all know that when 
Vyasa composed the Mahabharata, he employed Ganesa as his 
amanuensis who wrote to the Vyas’s diction using his own tusk as his 
stile. The accounts of the origin of Gane$a found in the Puranas are 
dissimlar to each other. Gane$a is the same as VighneSvara. In some 
he is considered to have been born solely to Siva, in others, solely to 
Parvati and in some to both Siva and Parvati. He is also held in the 
accounts of Brahmavaivarta to be Krsna in another form. He is 
inentified there with Parabrahman and with Brahmanaspati or 
Brahspati. Hence all these accounts are not only dissimilar but confus- 
ing too. Any how the popularity of this god is evident from the 
numerous shrines everywhere in every village and town. In every tem- 
ple even under the trees, the figure of Vighne§vara is invariably seen. 

Rise of the Sect and its popularity; Dr. Bhandarkar doubts if 
there was an early rise of the Ganapatya Sect; but the reliefs depicting 
the elephant-headed and pot-bellied divinity undoubtedly go back, in 
the opinion of Dr. Bannerjea, to the early Gupta age. Ganapatyism as 
one of the five principal sects, was flourishing with its manifold sub- 
sects before Sankara, as substantiated by Anandagiri, his biographer, 
who mentions as many as six sub-sects of this sect and also contends 
that those belonging to these sub-sects were the exclusive worshippers 
of the six different aspects of Ganapati, known as:— 

le Mah&-ganapati, 4, Santana Ganapati, 
2. Haridra- ,, 5.- Navanita ,, and 
6. Unmatta-Ucchista 


3- Svarna- » 
Ganapati. 


As regards its popularity even Buddhists and Jains seem to have 
held him in high esteem and paid their homage. The appeal of this 
god with peculiar iconography even spread outside India, and his 
images of the medieval period have been found in Indo-China, Java 
and other places. 

Iconorgraphy: It is curious that this good has not found a place 
in the Samar&üügana-Sütradhara. Raja Bhoja though himself a great 
Saiva and lived in the vicinity of that well known Jyotir-linga, the 
Mahák&la at Ujjain, yet he has missed this extraordinary son of 
Siva. while: Kartikeya his brother has found a place. His absence —— 
is rather conspicuous. The only ‘plausible explanation may be | 


eee 
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inferred to the unsatisfactory text of this portion of this work, otherwise 
very elaborate text on other branches of VEGI Let us, there- 
fore, not forget him. He is the first god to be remembered. Accords 
ingly, he is the god whon the pious Hindu “invokes when he begins 
all sacrifices ‘and religious .ceremonies, all addresses even to superior 
gods, all serious compositions in writing and all worldly affairs of 
moment.” He is named by various names such as Ganapati, 
Ekadanta, Heramba, Lambodara, Sürpakarna, Gajanana, Guhagraja 
and they have vivid mythological accounts behind them. Thus so 
far we have been busy with the mythological accounts of this, god, ] 
as regards his iconographical accounts, it may be said that all 
accounts—vide Pr. Laks., p. 200-204, give:him an elephent. head, a 
pot belly and a dwarfish form Similarly the symbols of an axe or 
a goad and a lotus in two of his hands and Modakas are also common 
in all descriptions. Usually he has four hands, and three eyes. 
According to Tantric accounts (cf. Siradü-Tilaka —E. H. I.) however | 
he has eight or more hands,- Puranas provide him a mouse for his 
vehicle and a serpent as his holy thread. Rarely he is seated on a 
lion also (cf. Heramba's description in Silparatna—vide Pr. Laks., 
p.202 (ii). The Agamas also describe his consorts, ‘Bharati and Sri— 
vide U. Kamika (ibid p. 201). Vigne$vari, Buddhi and Kubudhi 
are also mentioned as his consorts. dE 


_A most typical north Indian description of Gane$a is found 
iin the Aparajita-pracchd—vide Pr.-Laks., :p..200(ii) His prominent 
traits here are: elephant-head, four arms with svadanta.(his own 
tooth) in the right, para$u in the left, lotus and modaka in others, 
three eyes, one tooth; -himself mahacanda, thread of a: serpent, his 
head—the kumbha as red as sindüra, body as red as kuükuma and 


seated on his mount, the «mouse—:uch a figure is bestower of siddhis 
and fulfiller of alldesires. 


~~ This is a general type of GaneSa-image.* 

| types, the most common being what is ealled-Vi 
Hal “described in -the U: -Kamika. Pr. Laks., 
M details of "which are: colour of a nilanirar 
or mouse, aksamiüla, yellow kaficuka, 
» of bis consorts etc.: etc. . which, 
»pec200.. ` - CE 


“He has many: other | 
nàyaka and is typically | 
p: 200-201, the additional | 

| 


uha (blue lotus), seat of lotus 
kirifazmukuta and company 
many: Be:seen: iri details in:the Pr-laks. 


ic aR ao Gopinath (of, his „Elements , of Hindu ;Iconography.) has í 
sieseribp a gone many varieties of: forms sand. figures: of; Ganesa in 
edetail,.a tabulation of those figures is made.as ७८. तितर 


Aereunder:— . 
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I. Bala-Ganapati 7. Prasanna Ganapati 


2. Taruna- ,, : 8. Dhvaja: P 
3.- Vira-Vighnesa 9. Unmatta—Ucchista 
4. Bhakti-VighneSvara 10. Vighnaraja 


5. Sakti-Gane$a 11, Bhuvane§a 


(i) Lakshmi - Ganapati 12. Nrtta Ganapati 
(1) Ucchista D 13. Haridra $ 
(iii) Maha & (iv) Urdhva ,, 14. Bhilacandra 
(v) Pingala 5 15. Surpakarna 
6. Heramba Ganapati 16. Ekadanta ? 


. In my Pr, Laksana, however, I have adopted a bit dissimilar 
arrangement of these manifold forms to give the relative importance 
of these images from the point of view of not only of their character in 
the cult-ideology but also their representations in sculpture. Now 
avoiding details of these individual laksanas (which may be seen in 
Pr. Laks., p. 200-2( 4) of these different forms, let us now take their 
illustrations into our account. It may, however, be more fitting if, 
before we give the illustrations of these various iconological representa- 
tions of Gane$a as mostly found in South, an out line history of evolu- 
tion:of GaneSa-iconography from the archaeological evidence may be 
given first. This will also contribute to minimise the’ doubt of 
Dr. Bhandarkara regarding an early antiquity of the Ganapatya as a 
principal cult. The following early, early medieval and late’ medieval 
sculptural representations may be seen to realize this evolution : — 


Early illustrations: (Gupta period) 


l. Amaravati : Relief of Gana-Garland- Suggestive and not 
^  -' bearers. developed. 
2. Mathura : Red sand-stone. "Development ‘begins. 
3. Bithargaon - A terrdcotta plaque: ` : E : 
- Brick temple: Mer ; : : : 
4. Bhumara Siva- A seated figure: _ Full. hieratic form is 
. temples .. t developed. 
5. 33 Another relief | GaneSa-with his con- 


sort looks like a carie | 

j ४7 cature of the early Un 3 

7. Udaigiri Bihlsa With trunk, modak-bh&ada, 
(Chandregupa ^ twocarmed etc. = $ 

~ Cave). x rs ce 
Early and late medieval: 
me Java, ` Four-armed, se 
CREED DICTA aksamsla. 4 a 


ee — ee 
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१. Khitching Finest examples of standing images with practis 
3 (Mayurbhanj cally all attributes. Dr. Banerjea remarks: 
Orissa) «and all such details demonstrate in a remark- 


able manner how such an apparently grotesque 
iconic type could be converted into an elegant 
piece of sculpture by the anonymous artist ofa 
corner of Orissa," D. H. I., p. 360. 


9, Orissa (the same Nrtta-Ganapati, eight armed. 
locality) 

On this archeological evidence, illustrating the growth of Gane$a- 
iconography, Dr. Banerjea makes a significant remark, *If we compare 
these naive forms of Ganapati with the late and developed renderings 
of such varieties as Sakti or Laksmi, Gane$a, Unmatta-Ucchista and 
Heramba-Ganpati etc. described and reproduced by T. A. ७. Rao, we 
can not but have a correct understanding of the process by which the 
hybrid iconographic type of pre-eminently a folk god was endowed 
with its much embellished later hieratic form—D.H.I. p. 361 The | 
five-faced, ten-armed figure of Heramba Ganapati hailing from Rampal 
near Dacca is a fine illustration of the Laksana. 


Catching the lost thread—the illustrations of the manifold forms of 
Gane$a-image—some of the illustrations are already hinted at, in the 
preceding examples and comments thereof, nevertheless, a brief tabula- 
tion may be useful :— 


l. Heramba : Bronze: Nilayataksiyamman temple, Nagapatam. 
2, Ucchista: Stone : Nagesvaraswamin temple, Kumbhakonam. | 
CE TAR 3s Nanjangodu (Mysore). | 
4. Unmatta-Ucchista (Modern): Saradadevi Temple, Kaladi. । 
5. Laksmi-Ganapaü : Visvanathswamin temple, Tenkasi. 

6, Nrtta-Ganapati : Stone : Hoysalesvara Temple, Halebidu. 

le Prasanna-Ganapati : Bronze : Siva-Temple, Patti$varam (Tanjore). 


N.B.—Two pretty images of GaneSa—both ivories (Trivandram School 
of Arts) one representing Prasanna, another the Kevala are 
modern specimens of a remarkable craftmanship. 


| 
| 
| 
| 

Secret and Sacred . meaning of GaneSa’s attributes- A few words 

may now be said of Ganesa’s lanchhanas (as is our usual practice). 

The Brhamavaivartapurana explains the meaning of the very names 0 

९३४९६8 in an esoteric manner, for example Ga in Ganapati stands for 

wisdom and na for the Moska, pati, the Parabrahma; Ekadanta all- 

powerful Supreme Being ( danta—strength—all-powerful ); Heramba : | 

means the Protector of the week ( he—helpless, ramb—protection ) 
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and the waving the ears of Gajanana are emblematic of the winnowing 
away the obstacles of devotees. As he leads the good in the path of 
Righteousness he is Vin&yaka; Vaimanapurana adds that he kas 
born without a nayaka or sire, he is Vinàyaka. His capacious belly 
capable of containing thou sand of modakas represents GaneSa as 
aka§ic part of Siva. As regards his elephant-head, B. C. Bhattacharya 
observes, *Ontologically, the image of Vinayaka conveys the idea of 
kingly auspiciousness, as the elephant-head is an emblem of royalty 
and has connection with victory and success of any kind. In one 
word, with all his attributes he typifies the true Indian royalty (cf. 
Mahabharata “Rajaiva karti bhütanam raja caiva Vinayakah”). 
Indra the Celestial King, has Airavata, the elephant as his emblem 
and vehicle and it is worthy of note that the head of Ganesa is the 
head of that elephant" (I.I. 25-26). 
SENAPATI KARTIKEYA (SKANDA) 

Skanda (Kartikeya) is associated with Ganapati Gane$a in many 
ways—Gane§a is his elder brother (guhagraja) and both are lords of 
army, the former the lord of Siva-ganas, the latter that of the whole 
army of the gods and thus a god of warfare holding the portfolio of 
defence in the kingdom of heavens. This trait of the god was fairly 
old from the standpoint of history. Youdheyas, an ancient Indian 
military tribe had adopted him as their spiritual and temporal ruler. 
In the Gita, Lord Krsna says सेनानीनामहं स्कन्दः which is also very 
remarkable to substantiate this point. His worship in India was in 
full vogue in Northern India at a fairly early period—vide Bilsad stone 
pillar inscription of the time of Kumaragupta I (415-16 A.D.) Hence 
scholars contend that though no separate cult developed around 
Skanda, he had entered the orthodox Hindu pantheon at a much 
earlier date than Ganapati — — 

Early evidence of Skanda's evolutionary iconographical traits. The 
numismatic and glyptic data as very ably studied by Dr. Banus 
vide D. H.I., p. 140-46, give a very interesting record of an early history 
of the god. Without going into details which may be purvicwed in 
the learned Doctor's marshalling of these evidences, we may b.iefly 
notice some of the most characteristic developments which have served 
and illustrated the traditional iconological and iconographical manifold 
forms of this god. He was a favourite deity of some of the Indian: dk 
like Kuma@ragupta (Gupta dynasty), _Devamitra Ed PITS oe 
century, A.D.) and Vijayamitra (cf. their coins) and. aie tubes like 
ae already mentioned before- Roh 
country of the Yaudheyas, the. ayudhaj LT A 


~ 


oe 
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as Mattamayurakas, was the specially favoured residence of the god 
as we know from the Mahabharata passages (II. 32, 4-5). This 
evidence throws a flood of light on the North Indian association of 
this god whose exuberant representations are a south-Indian heritage 
under Subrahmanya. The emblems as found on the coins like *Cock 
on top of post’ (Devamitra's coin)—vide also cock-capital of the Lal 
Bhagat Column ; the Sakti (spear), and six heads (cf. Ujjaini coins) 
along with inscriptiors on some ofthe terracota scals (Bhita excava- 
tions) remarkably representing him the tutelory head of a kingdom, a 
type of theocracy—all these are enough to throw a flood of light on 
the high veneration in which this god was held by the princes and peo- 
ple alike in North India. His v&hana (the peacock) has also an early 
origin from the historical remains—vide Bilsad stone inscriptions of 
Kum&ragupta I. On the reverse side of some of his coins, Huvishka 
has a unique history in this case, who had this god reproduced under 
various names such as Skanda, Kumara, ViSak and Mahasena. 
Dr. Banerjea, delineating in detail, upon the iconography of these 
coins, comes to the conclusion, ‘If these coins prove anything they 
prove that there were three gods—or rather three aspects of the same 
god viz, Skanda-Kumara, ViSakha and  Mahasena'. Skanda 
Kartikeya’s association with Strya (cf. Gangeya Subrahmanya and 
the injunctions of the ViSvakarma-Silpa and the Bh. Purdna regard- 
ing Skanda as an attendant deity of Sürya)is substantiated in the 
monuments—cf. Lal Bhagat Column, the figure of Surya on ‘its 
carvings. 


. Side by side with this archaeological evidence, the historical 
literary evidence is also there to prove an early antiquity of the 


worship of Kartikeya under the names of Skanda and Visakha—vide 
Patafijali’s reference on Panini sutra (V.3.99). 


As regards the Pauranic accounts which are still called myths or 
mythological accounts found in the two Epics they can not be detailed 
here for want of space. The birth of Kirtikeya is given at some 
length in the Balakiinda of the Ramayana. Rao says that another 
account of the same sources describe the birth in another way. Here 
in the latter account Ganga is associated (cf. Gàngeya Sub.) with him. 


The Vana-parvan of the Mahabharata has still another account which 
associated him with Devasena. 


Dr. Banerjea makes a very brilliant comment on these confused 
accounts of both these epics and itis worthy of reproduction here: 


“But if a careful analysis is made of the myths associated with many 
of these names, the fact. that. stands out prominent is this that there 
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were many allied god-concepts that were at the root of the later 
unified idea of a deity by the name of Skanda-Karttikeya, This 
hypothesis is born out by the very confused account which is given 
in the two epics about the orign of the god, and ,as in the case of 
Ganapati, his parentage has been differently accounted for in different 
contexts. His association with the hybrid-shaped and animal- 
headed Ganas or Parisadas, said to have been lent to him as a favour. 
by Siva,in many texts described as his father, a close connection 
between some of his followers and those of Kubera, and lastly, à 
clear parallelism between him and the lord of the Gubyakas 
(cf. one of his names: Guha, and the Agnipurana injunction quoted 
above that the shrines of the Yaksa,i.e, Kuber and Guha should 
be made in the northern sectors of the towns) leave little doubt about 
the folk-element greatly underlying his composition, His association 
with war was also fairly old, and this is explained by his being 
adopted as their spiritual as well as temporal ruler by the Yaudheyas, 
an ancient Indian military tribe living on their weapons (&yudhajivi 
Ksatriyas). In the Bhagavadgita (Ch. 10; the Lord is made to say 
that he is Skanda among the warriors (sesanindmaham Skandah). 
In debating the parentge of Karttikeya the great Epic refers to one 
tradition that indetifies him with Sanatkumara, the eldest born of 
Brahman (XII. 37, 12). This tradition can be traced to the 
Chandogya Upanisad passage (VII. 26) where Sanatkumara, the 
instructor of Narada in Brahmavidya, is described as the same as 
Skanda (Bhagavan Sanatkumarastam Skanda ity&caksate). This 
epic tradition about Skanda's identity with Sanatkum@ra, the grear 
sage god, traceable to the Chandogya was at the root of the devlop- 
ment of another aspect of the latter, viz., that of the ‘instrucor god’ 
well known in south India. Here also a prallelism between him and 
his brother Ganapati is to be marked. Skanda was also the god 
par excellence of thieves and robbers as is substantiated by the 
evidence of one of the early Sanskrit dramas, the Mrcchakatika by 
Südraka, Many of these aspects however, as in the case of elephant- 
headed and pot-bellied divinity (Skanda is also sometimes described 
as *goat-headed', Chigavaktra when he is called Naigameya) appear 
also to have been transferred to him from the various traits of the 
great god Rudra-Siva’—Banerjea (D. H. I. p. 362-63). : 

= Iconographical accounts—vide Pr. Laks. p. 205—215, give 
numerous aspects, but the three aspects are typical and they E 
dealt with herein. (1) Kartikeya, (2) Skanda and (3) कि g 
Even such epithets of him as Senāpati, Sentai, Kumara gee ae: 
Saravanabhava, Tarakari, -Krauncabhetta, Sikhivaha etc. etc. which ; 
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originally aimed at the iconological cyolution of the complete icon, 
later on were regarded as the different and distinct gabe of him and f 
the laksanas got incorporated in the texts. Without going into their | 
detailed laksanas, a review of their associated meaning may be | 
delineated upon in the words of Rao: “Most. of his epithets have 
reference to the circumstances of his birth. Siva cast his seed into 
Agni who being unable to bear it cast it into the river Ganges, hence 
Skanda is called Agnibhu and Gang&üputra. The seed was then 
transferred to the six Krttikas when they went to bathe in Ganges, 
each of whom therefore conceived and begot a son; all their children } 
became combined in one being having six heads and twelve arms and 
eyes. Hence he became known by the names Kartikeya, Sanmukha 
and Saqanana According to another account the seed of Siva was cast 
by the river Ganges into a thicket of reeds (Sara) and the boy who 
came out of this thicket of grass came to the known as Sarajanman. 
Subrahmanya pierced the Krauficha mountain and hence he was called | 
र Krauficha-bhettà, Hecommanded the force of the Devas against the | 
Asura Tàrako whom he vanquished and killed. Therefore he got the 
names Devasenapati and Tarakiri. He is called Guha because he lived 
ina rceptacle for six days before he was fully formed. Because he 
was born from the discharged seed (skanda) of Siva he was known 
Skanda" —Rao's version. His figures like BrahmaSasté and Balli- 
Kalyana-Sundara etc. undoubtedly have some historical associations 
and they will also be treated. 
Kartikeya. This God bas found very copious and elaborate dese 


cription in the S. S. and therein we find all the 
associated with this god. 


told. His figure is to be rep 
cloths and himself having 


emblems and symbols 
“Now the sculpturing of Kartikeya is being | 
resented like the morning sun, clothed in red | 
a firy red colour. His form though youth- 
ful, may be made tending towards childhood. It should be beautiful, 
auspicious and pleasing to look at. His face is full of. smile, splendour, | 
grandeur and his head is adorned with variegated, and beautiful 
crowns. He should be shown With a garland of the muktamani. He 
can have either six heads ( Sanmukha—his one of the names) or only one 
head. He should be shown with his Sakti, the very embodiment of his 
| 
i 
i 


prowess. As regards the location of hands, 


mee the number varies with the 
variation of the places; 


he is to be adored in the town with twelve 


SER ग ह ix arms and in the village with only two arms. 
athe twelve-armed form, his five right hands should carry the Sakti, 
his weapon, the arrow, the sword, musr 


and the sixth one should be shown i 
the five left hands should be Shown b 


nthi and mudgar, the hammer 
spreading pose. Similarly in 
ow, flag of victory, ghanta, the 
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bell, kheta and cock and the sixth one should be showa in samvardha- 
na pose. Thus equipped with the weapons of warfare, his figure is 
especially suited to be in the midst of a battle-field. This is one aspect 
of this god—the god of war—the commander of the army of gods. The 
second is the mild disposition. In the mild disposition his figure is to 
be shown full of play and sports, with goat, ०2८८ and peacock etc. 
This form of Skanda is most suited for the town. In the khetakas he 
is to be shown with six hands, glowing with lustre akin to that of fire 
along with sharp weapons as described above and wearing the garlands. 
In village he should be given only two hands. In that case, the 
right hand is to hold Sakti and the left the cock. In this account of 
Samarangana Sutradhara the only thing which is missing is the 
traditional account found in the Puranas, thethe company Deva- 
seng or Kumari, his consort. 


Symbolic Significance of Karttikeya’s Image: Thus the image of 
K@rtikeya or Kumara signifies the idea of youth and spirit. The very 
name Kimara (one of the synonyms) indicates strength. His vehicle— 
the peacock and his attendents all symbolise energy and strength. In 
the Puranas he is known as the god of war and the General, commad- 
ing the army of the gods. He belongs to the family of Siva, his son 
born to Parvati for the destruction of the demon Taraka the theme 
immortalised by that celebrated poet Kalidasa in ‘ Kumara- 
sambhava’. ; 


The figures of Kumara and Kartikeya are practically similar; the 
A. P. however bestows a jackal-conveyance—शिण रूढ; other ‘attributes 
being six heads, twelve arms, three eyes and a youthful appearance. 
The V. D. an earlier text than the A. P. and the S. S. gives a simple 
description of Kumara with clear-cut attributes—six-headed, decorated 
with Sikhandaka, dressed in red garments, having peacock of a noble 
breed as his conveyance, with kukkuta (cock) and bell in right hand, 
victory flag and the spear in the left ones. 

Skanda:-Vide Pr. Laks. p. 207--212 has been treated under several 
aspects like general from; six-headed, the five-fold Skanda and multi- 
armed and multi-coloured Skanda. 
the B. S. gives only a rudimentary 
figure, evidently two armed and his main cognisance is a peacock 
“वाहिकेतुः; he’holds a Sakti and is youthful in appearance. The PE 
(cf. the P. Karana., the Supra, the AmSu, and the U. Kamika,—vide 
Pr. Laks, p. 207-210; and Tantras like the. Kumaratantra have 
- him into multi-variety-figure with multi-variety EC 


Regarding the general form, 
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Let us peep into them. There are elaborate injunctions regarding the 

variations in the attributes and attitudes in a two-armed, four-armed ) 
or eight-cum-multi-armed figure. It is laid down that if a figure 

is seated one it should have only two arms, if a standing one, 

four; and lastly, if it is seated upon a peacock, it may have six, 

eight or twelve arms. Further, Agamas also mention the appropriate 

forms of the images of Skanda that should be set up in temples erected 

for that deity in towas of different kinds (cf. Hindu Science of Archi- 

tecture ‘Types of Towns’). 


The AmSumadbhedagama (Pr. Laks. P. 208) distinguishes as many 
as four varieties of Skanda-Sanmukha, two, four, six and twelve armed. 
Dr. Bannerjea is right in correcting T. G. Rao, the celebrated author 
of E. H. I.—vide the interpretation of the text under review viz, the 
word bhanu-hastakam, which means twelve-armed—:ee for detailed 
exposition—D. H. T. p. 365 ft. n. (2). 


Now as regards the multi-arms and multi-colours of Skanda as 
expatiated in Kumaratantra, in the seated variety, the sitting posture, 
is recommended for representing the yoga (dhruva) beras, the stand- 
ing posture for the bhoga (utsava) beras and the figure seated on 
vehicles for dhyana:beras (images ment for fixing one's thoughts upon 
and meditating). Again, the image with two arms is said there to be 
Satvika, one with four arms Rajasika and one with more arms than 
four Tamasika in nature. 


Subrahmanya: is the most popular from of Skanka Kartikeyain | | 
the South. He is almost exculsively a South-Indian deity. ‘There is 
not a village, a town, a garden, a mountain-top and other odd places 
which do not possess a shrine for Subrahmanya. The pratimilaksa- 
nas of the general’ form of Subrahmanya, however, describe him under 
such names as Skanda, Kumar, Sanmukha, Guha etc. etc. already. 
noticed before. In the Agamas however a good many varieties of 
Subrahmanya are described under the following aspects—vide also É 
Pr. Laks. p. 212-13: . | 


1. Jfíána-Sakti, 


Ex 4. Gangeya, 7. De$ika, » | 
2. Agnijáta, 5. Guha, 8. Balaswami, | 
3, Saurabheya; - 6. Brahmacarin etc. etc. 


Among these DeSika-Subrahmanya re 
in the life of the son and the father. 
Subrahmanya taught Siva his own father, the significance of the sacred 
syllable Om .The Manasira, a South Indian text an Silpa has given 
a description of the disciple Siva’s Sisyabhava-mürti in which Siva is 


Presents an interesting episode 
This is the aspect in which 
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required to be seated in front of his teacher Subrahmanya cross- 
legged in jüina-mudrà pose. A reference to the evolution of this 
aspect from his identification with Sanatkumira, the great sage-god is 
already made below (cf. ‘intructor god’). 


Other aspects:—as ^ already pointed out below—include 
Brahma§ista and Vallikalyana. The former is the aspect in which he 
put down the pride of Brahmi by exposing his ignorance of the Vedas; 
and the latter aspect recalls his marriage with Valli, the South Indian 
queen of this Commander-god, and is represented and illustrated in 
the fashion of Kalyana-Sundara-mürti of his father Siva, with Brahma 
as the priest and Visnu, the data of the kanya. In Ellora there is a 
Deva-sena-kalyana-sundara-mirti representing the marriage of Subrah- 
manya with Deva-sena where Devasena ‘occupies the place of Parvati 
Indra replaces Visnu as the giver of the bride, but Brahma retains his 
office of the sacrificing priest, the bridegroom here being Subrahm- 
anya. As Siva is said to have a south Indian princess Minaksi as one 
of his beloved consorts, so the South-Indian consort of Kartikeya was 
Valli or Mah&valli, who is some times shown keeping company with the 
god and his more orthodox consort, Devasena, in some stone reliefs 
and bronze sculptures; such images can also be called Valli-Kalyana- 
sundara-mirtis Other aspects may be left out to be purviewed in the 
Pr. Laksana. 


Iilustrations:—A host of illustrations of this popular god from the 
South Indian Sculpture have been reproduced by Rao, but before they 
are presented here, some historical evolution of Skanda-Kartikeya’s 
representations in the North may be pointed out first. Accordingly as 
we have alreedy noted in the introduction of this section on Skanda, 
the earliest iconographic types of the god have been determined with 
their representations on the coins etc. ‘But? remarks Dr. Banerjea, 
‘many reliefs of medieval period (8th.-1lth centuries A. D.) found in 
different parts of Éastern India usually depict the two-armed godin a 
standing pose with his mount shown by his side.’ The 10th century 
figure of Kaitikeya (belonging to Puri temple, Orissa as a Parévadev- 
at&) is a typical example. Dr. Banerjea says, ‘If we compare this 
sculpture with the many south-Indian bronze and stoné images 
illustrating the various aspects of Subrahmenya reproduced by Rao 
(op. cit. Vol. II, Pls. CXXI-CXXIX), we can not but be struck with 
the hieratic stiffness and heaviness of the latter; though a few of them, 
especially the earlier ones, are not devoid ofsome grace and beauty. 
The Aihole figure of Tarakari Subrahmanya (Pl. CXXVIII a), the 
Ellora Subrahmanya (Pl. CXXIV), the Tirupparankunram Deva- 


| å 
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Sena-Kalyana-Sundara mürti (Pl. CXXIX) and the Tiruyorriyur 
bronze group of Subrahmanya with Mahaballi and Deva-Sena (Pl. 
C XXII) contain evidence of the South-Indian artists’, skill in carving 
and bronze-casting". 

Now coming to the illustrations, given by Rao, some of them may 
be tabulated as hereunder: 

l. Velayudha.—Subrahmanya—a private collection. 

2. Kumira,—Siva temple at Tiruppalatturai. 

3-4, Subrahmanya with Devasena and Valli—two stones— Kum- 
bhaknam. 
5. Subrahmanya Ellora —a composition with many figures. 
6. Sikhivaha : Stone Kumbha-konam. 


7. Senapati 8 » Madras Museum. 

8, Sanmukha  : » Patti$varam. 

9. 5 Bronze, Nallur, | 
10. Tarakari : Stone: — Aihole. | 


ll. Deva-Sena-Kalyaéna-Sundara—Stone., Tirupparankunran. 


Subrahmanya's Shrine and His Parivaradevatas and Dvarapalakas.— | 
According to the Agamas, Subrahmanya’s shrine may be constructed | 
on all sides of the town except the east. These may be independent, the 
svayam-pradh@na, or attached to some others, such as that of Siva. 
The temples of Subr. are to be adorned with either peacocks or ele- 
phants in the corners of the Vimina where generally Gaurda or Naudi | 
15 seen in the temples of Visnu or Siva respectively. | 


In the independent shrine of Subr. there are required to be set up 
8 parivara-devatas namely Yaksendra, Raksasendra, Pi&acendra, Bhutarat, 
Gandharva, Kinnara, Daityanayaka and Danavadhipa to be placed on the | 
8 cardinal points of the prakara. Besides these pariyara-devatas the 
temple of Subrahmanya is required to have 8 Sarira-palakas or body- ! 
guards, They are named Sanmukha, Saktipani Kartikeya, Guha 
Mayuravahana, Senani and Saktihastiman, The rM S Ron 
much larger number of Parivara-devatas, 8, 12, 16 or 32, - In the Ist. 
| group are included, elephant, Sasta, Brahma, Gates Jyesthi Durga, 
| Ksetrapala, and Sumitraka. The other groups Ara PO 
exhaust all the prominent gods, goddesses, sages etc. etc. 2 | 


fs regards the Gate-keepers,—vide Pr, Laks. p. 216, ‘They are 

cay twouand called differently in the two texts, Sudeha and Sumukha 
in the Kumaratantra and Jaya and Vijaya in the U. K&mika 
" y 9 Ay 


| 
| 
| 
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CHAPTER V 


DEVI-PRATIMA-LAKSANAM 
( Saktism ) 


| The modern hypocracy, ‘woman as better-half of man’ has its real 
counter-part in the ancient Indian conceptions of Sakti, the universal 
energy embodied in the Supreme Goddess, call Her Durga or call Her 
Laksmi. The Deva, left alone is a useless entity, man left alone 
becomes a devil’s workshop. History bears the testimony: Brahma 
the creator, after he had created the Prajapatis, could not proceed with 
his creation without the female counterpart; hence Mahe$vara, the 
ASutosa, instantly, appeared in the Ardhanári$vara form, on the spot 
to correct Brahmi for his error. How creation could proceed without 
a female member, the more important member of the duality of man 
and woman, god and goddess? Hence after a brief survey of the gods 
| has been done, let us peep into the secret chambers (very secret and 
sacred indeed) of the goddesses, the embodiment of motherhood. We 
know that there are three principal sects of worshippers in our country 
—Vaisnavism, Saivism and Saktism. While Vaisnavas worship Visnu, 
SaivasSiva, the Devi is worshipped by both, though the supreme 
honour according to them is reserved to the Deva—Visnu or Siva, 
There is however, a very powerful sect of Saktas according to whom 
the Devi is the supreme deity and they assert that even absolute 
Brahma of Itself can achieve nothing without the cooperation of this 
Goddess, the Supreme Energy. Saktism, in its bare outlines has 
already been taken notice of, in my Pratimavijnana, with certain daring 
propositions and interpretations, here too something must he said. 


Saktism:— is both an aniconic and iconic cult. Saktism as a 
religio-philosophical system, unlike Saivism and Vaisnavism, had built 
its superstructute on its fundamental trait of aniconism. It, therefore, 
in its rudimentary form may be called Yantricism, in developed 
i Tāntricism and in fully evolved Advaitism. We know that the 
Saktas believe in Kundalini Sakti, inherent but dormant in man. It 
has to be awakened through mainly two processes, viz. (i) Yogic 
| discipline and (ii) initiation of it in certain mantras and raised by stages 

from Muladhara, the lowest lying cakra in the human-body, to the 
| highest of the cakras, the Sahasrüra or the Ajnacakra, passing through 
। the intermediatory cakras of Svadhisthana, Manipüra, Anàhata and 


"e 


in s 
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Viguddhi, representing in the mechanism of the human body, the six 
respective regions, the anal and the forehead (the lowermost and the 
topmost), the region, just above the sex-organ, the naval, and the 
heart and the throat (the intermediaries). ‘The effect produced in 
each of the the six centres mentioned above are often depicted 
diagramatically; and the diagrams may convey to the initiates some 
concrete idea of the internal psychic result attained by the practice of 
yogic breath control and mental concentration. These diagrams are 
called by the names of cakras and yantras. A cakra is defined in the 
Tantras as a figure consisting of angles and petal-like parts; that which 
consists of angles alone is called a yantra. The yantras generally 
consist of triangles cutting each other or straight lines crossing each 
other so as to produce a number of rectangular spaces and terminating 
in tridentelike projections. Certain letters called bijüksaras or 
seed-letters are associated with these cakras and yantras and are 
written down invariably in specefied parts thereof. The bijaksaras 
may be imagined to be something like code words, whose significance 
is known to the initiates. The worship of yantras is common through 
out India; perhaps the most important of these yantras is Sricakra. 


These Yantras like Sricakra etc. generally engraved on some 
metallic plate, preferably one of gold, are objects of worship. In many 
of the South Indian temples we have Sakti-pithalayas, which contain 
inside them the plate on which Sricakra is engraved. This is by the 
way the medieval tradition, nevertheless keeps in tact that hoary 
association of the real Sakti-Pithas, the renowned seats of Sakti-wor- 
ship (to be taken up ahead). Saktas also offer yantras (engraved upon 
some metal and rolled into a cylinder and encased in another metal) 
to be worn on the person which are believed to be efficacious for many 
a cure and also for warding off evil effects. This is how I call Saktism 
a Yantricism also—vide, the Saktas (in the. words of the author of the 
Brhatsamhitg) as the mandalakramavids, well-versed in the skill of 


yantric devices. The great Gita itself supports the universal law of the 
Universal Energy on this analogy of Yantra : 


ईश्वरः सर्वभूतानां asa तिष्ठति। 
भ्रामयन्‌ सबभूतानि यन्त्रार्दानि मायया || 
; As regards the second aspect of Saktism as Tantricism, this is but 
its another name. The former is a name from the stand-point of its 
fundamental principle, 


the latter from that of its theology and philoso- 
phy or metaphysics. Accordingly, while the former 


above, represents the first aspect of the 
Sakti through the Yoga, the latter represe 


as already pointed 
awakening of the Kundalini 
nts that of the initiation in 
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the Mantras which in A their turn require a conceptualistic or 
concept-image oF the Devi (cf. Tripura-Sundari or Lalita or Her various 
manilestations like Mahakal, Mahalaksmi or Mahasarasvati and their 
numerous forms) as aid for the correct performances of the Dhyana- 
yoga. The Devi and its six limbs (sadangas —the Kavaca, the Kilaka, 
the Argalà along with especially the three Rahasyas—Pradhiünika, 
Vaikrtika and Mürtirahasya) are well explained in the Devimahatmya 
of the Markandeya-purana. Dr. Banerjea has very beautifully and 
succinctly brought out the implications of this Devi—vide D.H.I. 
p. 496—(I have also worked it out in my Pr. Vija.)—'*True itis, that to 
a pious devotee of ihe Sakta cult, the Sakti is really the formless absolute 
principle immanent in the whole universe as the supreme and all- 
pervading conciousness (cf. the M. P. ch. 85, 34—Citirtipena ya krts- 
nametadvyüpya sthit& jagat), but the great goddess also assumes various 
forms of pacific and terrific character (saumyani yani rupani..yani 
catyantaghorani). In the Pradhanika-rahasya of the Candi we are 
told that the great and primary goddess Mahalaksmi, in whom all the 
three gunas..are manifest, has a four-armed concrete form'-with all the i 
characteristic attributes in her hands and she is the fountain-head of all 
the emanations—Mahakali, Mahásarasvati etc. along with their consorts 
Brahma, Visnu etc.—cf. Pratima-Vijfiana p. 120-23 for the details. 
It may be also remarked that the various early forms of the goddess such 
as Mahisasura-mardini,. the Matrkas, Camunda and others are also 
fully referred in the Markandeya-purana—the Devi Section. 


Téntricism as unfolded in the above quotation is nothing but the 
Advaitism pure and simple. It is fascinating. It is absorbing and it 
is appealing to the multitude of men, unlike that of the Vedintic 
monism (more to follow ahead). 


Its History:— With this a very brief exposition of the main elements 
of Saktism, let us say a few words on its history. This history can be 
divided into two main phases of its existence and evolution—(1) prehis- 
toric and (2) historical. Saktism, as we have seen is the worship of 
the female principle which can be traced not only in India, but also in 
many other ancient countries of the world, to a very remote past. ahs 
cult of the Mother-goddess among the Indus people is me an establish- 
ed fact as per the findings of the eminent archaeologists like Marshall 
and Mackay. Dr. Banerjea has very ably worked out the thesis in his 


learned book—D.H.I. p. 166-69. "This worship of the goddess was in 


iati i nted above. Its 
iconi truly substantiating my thesis as presented a 
aniconic form, truly Eo A 


rudimentary character is beyond doubt. 
aspects are represented in the ‘ring-stones an 
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these excavations. Ornamental stone-rings and discs of the Mau ray, and 
Sunga periods also corroborate this conclusion, Dr. Banerjea, rightly 
remarks, “These very ancient finds can profitably be compared with 
the cakras ard yantras (as already outlined above—writer) of more 
modern time, which were utilized by the Saktas in the ritualistic wor- 
ship of the Great Mother." The plants and vegetations associated 
with the nude female figures found depicted on these ‘ring-stones’ 
represent the developed aspect of the goddess as ‘Sakambhari’ cf. 
the Devimahatmya of the M. Purana. Other scenes realistically 
represent other aspects also. All these details in the words of Dr. 
Banerjea, fully prove that the moorings of the Sakti-cult in India go 
back to many centuries before Ghirst, 


As already hinted above that this cult was in vogue in many other 
ancient countries. Accordingly Marshall (M. I. C. Vol. I, p. 48) 
has drawn our attention to a number of female figures of terracotta etc. 
discovered in Balucishtan as full-length images and refers to the 
wide belt of the ancient world from the Indus to the Nile, in which 
these figurines have been found—“effigies of the great Mother-Goddess 
or of one or other of her local manifestations’. From all these 
archaeological evidences of ring-stones and phalli found in abundance 
in the Indus as representation of Yoni, the female organ of generation, 
as symbolising motherhood and fertility as well as realism of the latter 
(cf. Gudimallam, the earliest stone phalli of the historic period), an 


inference of the prototype cults of Saivism and Saktism is the only 
plausible hypothesis. Hi 


Vedic.— Devi-cult is not a Puranic growth, Its clear-cut germs are 
found in the Vedic literature. In the Rgveda, the Vak Sükta is remark- 
able for giving the grand ideology. Dr. Banerjea also contends that “in 
the sublime conception of Vic, outlined in the Devi-stikta (R.V.X. 125) 
is to be found one of the greatest at the same time simplest expositions of 
the concept of divine Energy or Sakti inherent in every thing—in gods, 
men and animals, nay in the universe itself. This hymn as well as the 
hymn associated with Ratri (Rv. X. 127) came to occupy a very promi- | 
' nent position in the SZkta ritual of subsequent times, Thus the developed | 
Sakti worship of the epic and Purdnic times was not a little indebted to 

these goddess concepts, the very idea underlying the word Sakti being 

based on the central theme of the Devi-stikta.” 


— 


ane VAs Sambita (IIT, 53), the Taittiriya-Br&hmana (1. 6. 
Ho n i a Aranyaka (X. 18) also. refer to such प as 
Ambika, Uma, Durga Kali etc, the goddesses associated with Sakta 
cult. Implied reference to the Saptamatrkas can be adduced from the 
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Mundaka Upanisad (1.2. 4) where Kali and Karali are mentioned as 
two of the seven tongues of Agni. G. Sütras like S&nkhayana and 
Hiranyüksin also refer to such names of the Devi as Bhavani 
Bhadrakali and Durga. i 


Epic, Pauranic and Philosophic: Regarding the former the evidenec 
of the Mahibhirata (cf. the two Durga-Stutis, IV. 6 and VI. 23) and 
the Aryastva in Harivaméa (III, 3) depict the cult-picture in its 
principal elements as well as its principal stages of growth (cf. writer's 
Pr. Vijn. p. 120 where 5 stages of its development are worked out). 

| As regards the latter, an outllne of the Devimahatmya of the Markan- 
| deya-purna (the representative ideolody of the Purinic Siktism) 
| has already been worked out by the learned author of the D. H. I. p. 
492-93, where from the varius Devistutis he has adduced the conclu- 
sion how they reveal in a striking manner some of the multifarious 
strands that contributed to the formation of the concept about the 
composite cult goddess as the Defender, as the Universal Divine Power 
and the Embodiment of the power of all gods. The same auther 
further elaborates that the Mother aspect of the Divi is very clearly 
emphasised in jaganmata or Jagadamba concept so well developed 
in the Puranic Durgastutis, and the Vedantins' concept of Maya also 
forms a characteristic trait of the goddess as the Mahamá&ya or Great 
Maya. The Sankhya of the Prusa and the Prakrti is also ideaised in 
the system of the Saktas in which Siva repressenting the former (Purusa) 
alwyas remains passive, while the great Devi, endowed with dynamic 
activites, symbolises Prakrti+ Thus all these and so many other 
abstsract ideologies gradually came be to be symbolised by the Devi. 
the supreme deity of the Saktas, who resides in the macrocosm and in 


the microcosm. 


Devi-pratimilaksanam— the Devi Icons: Let us now come to ihe 
topic in hand, after we have devoted this introduction to their back- 
ground. The Devis are innumerable with a vast mythology behind 
them, representing the different and distinct manifesiatiors of the 
Sakti, the Universal Energy. As a matter of fact the devas themselves 
are noting but the representations of these manifestations. Saktism 
asa grand metaphysics of Power or Energy has no parralel to mach 
it. It isa sublime idea of the guiding energy which is at the root of 
the universe, which is motivating force of it and which Eng ue s In 
consonance to the conception and principle of T ME t 
lx are suppermost, the others are their manifold En 
These three are Laksmi, Sarasvati and Durga. As among the Devas, : 
Brahma has found the first honour of our treatment; similarly et ARES 
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begin with Sarasvati whose association with Brahma, though myste- 
rious, nevertheless is an established tradition. 


Sarasvati—as a goddess in the Sakta ritual is very little known, 
The association of Durga or Kali or  Mahakalii, Laksmi or 
Mahalaksmi, and Lalita etc. with Yantric rites is more popular. 
The Aparjitapracchá, however, has devoted a separate chapter to 
the worship of Sarasvati along with Bhairavi, the cult-deity of the 
Tàntrikas and the ritual which has been propounded there—vide 
Pr.Laks. p.217 is akin to the one that is explained above—the. 
mandala,the satkona, the great eight-petalled lotus (अ्ट-दल-महा-पद्म) 
and the direction of the worship of the Devi in her six-fold aspects 
what are called the Saddütikàs symbolising what is called Kamakhya 
sitting in the middleon the lotus, representing the creative aspect, 
the Prthivi Sakti with attributes like aksamala, vina, pustaka and 
a Kamandalu with her blue neck,white arms, white body and 
adormed with a crescent moon and being called under names 
—Mahávidyà, Mahavina, Bharati and Sarasvati. Further the most 
curiously the mantras of the worship as given in the ritual—vide 
Pr. Laks. p. 218 fully characterise the Sākta mantras. 


This exposition of Sarasvati in relation to the Tantric ritualism 
was necessitated first in keeping with the priority given to the 
Aparüjitapraccha's description of it. Now before we proceed with 
her other iconogrophical description, a few words may be added 
here of the historical background of the goddess. 


In the Vedas, the name of Sarasvati occurs not in relation with 
a goddess but with a sacred river associated with Vedic culture and 
learning. But her Vagdevi-aspect (the chief and the most popular 
aspect in which she is held) can be traced back, in Rgveda X., where 
thisaspect was assigned a unique position as the very embodiment 
of Sakti or the energic principle. ' 


ut Sarasvati’s relationship with 
Brahma is well known, 


In sculpture her image is found either as 
£ detached and single or in combination with Brahma and so her 
j vehicle seems to be either a swan or a pea-fowl. B. C, Bhattacharya 
i therefore remarks ‘But as in ‘older descriptions, 


- F so in an ancient 
image, her vehicle appears to be totally absent,’ ‘Should such an 


image at all come to light, the vehicle would mean that the river 
Sararvati teems on its bank with pea-fowls of several descriptions. 
The connection of the goddess Sarasvati with the river Sarasvati 
is not too obscure to be traced with any definiteness.? 


3 : Dr. Bannerjea 
also supports this observation and says, 


‘The river Sarasvati on 
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the banks of which vedic lore and learning developed seem to have 
played some part in the development of her concept." 


Iconography—As regards her iconographrical accounts she does 
not have many forms. Her association with Brahma cf. Manasdra— 
vide Pr. laks p. 219-207, where she has also been deescribed not only 
in her association with Brahma but also with that of Savitri is already 
stated. As many as 6 texts are quoted (ibid p, 218-220) and according 

to the Am$umadbhedagama she is seated upon a white lotus, 
is of white comlexion and is draped in white clothes. She 
has four hands with Aksamala and Vyakhanamudra in right hands, 
and a book and a lotus in the left ones. A number of sages should 
be shown surrounding her and standing and worshipping her. She 
wears a yajfiopavita and has the jata-makuta on head. 


Visnudharmottara, however, has a different account: it makes her 
standing on a white lotus and substitutes the kamandalu in the place 
of the lotus in one one of the left hands and viņā in the right for 
Vyakhanamudra. This isa more common fiugre in Northern India. 
The Skanda-purana—vide ibid p.219 (iv) describes the goddess in 
a different way and provides for her the attributes as we have seen in 
the Aparajita above—forehead adorned with the crescent moon, 
neck yellow and having three eyes. The Manasara—ibid (v) in its 
long description of Sarasvati bestows no many ornaments, complicated 
drapery and the additional attributes like mirror, kundika etc. ctc. 
The Rupa-mandana—ibid (vi) also gives her grand iconology of 
Mahgvidya along with her characteristic attributes र 
and devotion, the goddess Sarasvati 
The book isthe symbol of Learning 
Her attributes of aksamal& 
h which the learning is 
ifice are the three charac: 


Presiding deity of learning 
is also the spirit of all fine arts. 
and flute that of Music and Fine Arts. 
and kamandalu signify the austerity wit 
associated. Devotion, meditation and sacr 
teristics of Learning. 

Early Illustrations: An early 
handsome figure carved on a railing pill 


iconic form of Sarasva i is the 
ar at Bharhut. Dr. Banerjea 
goddess Sarasvati with a 


Manuscript as her emblem as unearthed from the Kankali ae 
Mathura, belonging to the 2nd century A. D. Smith PES to | 
belonging to the Svet#mbara sect of the Jains. A later scu pture 


(10th century A. D.) hailing from Khitching (Mayurbhanj, Orissa) 
is like the one found at Bharhut where the folk elements predomi 
which is one of the characteristic features of many goddess mw 
icons folk-elements had more to contribute (Dr. Bangi m. 
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Among the medieval illustrations of Sarasvati with fully developed 
iconographic representations, Dr. Banerjea offers two e very inter- 
esting specimens, one found at the BrhadiSvara temple at Tanjore and 
another in the collections of Dacca Museum and regards the features 
of the latter as typifying the sculpture as of one of the fully developed 
hieratic forms of Sarasvati. 

Rao has also given some illustrations of Sarasvati, one of them 
belonging to the Hoysala sculpture—stone: Halebidu which represents 
her as Sakti of Siva, the Devi of the Sáktas. Others hail from Halebidu, 
Bagali, Gangaikondacolapuram and Gadag (all stones). 


Laksmi :—According to the three major cults—Brabma, Vaisnava 
and Saiva, Iam proceeding with the three Major Devis and their 
different and manifold forms and aspects, of course, with due differ- 
ence to the tenets of the Saktas. Accordingly Sarasvati whose 
associ ition with*Brahm@ is fully known is already dealt with and given 
first priority and now the goddesseworship associated with the cult of 
Vaisnavism may be taken up. Let us now therefore deal with Laksmi, 
Sri-Laksmi, Gaja-laksmi and Bhüdevi along with other goddesses 
like Siti (cf. the DaSarathi Rama incarnation of V isnu) ; Rukmini, 
Satyabhama as the consorts of Krsna (another incarmation of Visnu). 
Subhadra though the sister of Krsna, is also associated with Visnu- 
worship (Jagann&tha temple at Puri). All these must be purviewed here 
to present this side branch of the Sakti-cult. 


The story of Laksmi is the story of the great ‘Udyoga’ the effort 
of the Suras and Asuras as well as of the manavas to obtain her for 
their respective glory and prosperity. Heaven was heaven only with 
the presence of Laksmi, the neither regioas without her would not have 
been the favourite abode of the great Visnu, even our houses and 
household, without her, the grha-laksmi, are devoid of any charm. 
We are familiar with the churning of the ocean, the Ratnakara, by the 
suras and the asuras only to obtain this the best of the ratnas. ‘The 
history of kings is the history of Rajya-laksmi; even the very struggles 
for the existence of man is the story of हाती endeavour to obtain 
laksmi, the wealth, the progeny, the cattle and the corn—7, धान्य, 
पशु, लाभ, 14, विजय, etc. These are all associated with Laksmi in her dyna- 
mic and Universal aspect of Mahālaksmi (cf. the र 
Markandeya-purana, already taken notice of ) 
principle which is the creator, the préserver and also the annihilator 

“of the world. This metaphysical aspect of the goddess, along with her 
mythological accounts has already been hinted above and it is needless 
to go in details for it, A few words, however, 


Sakta-tenets—vide the 
whois the supreme energic 


‘are needed to say 
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something on the wider prevalence of her adoration in India, as per 
her numerous representations on the early coins and seals found on the 
the various archacological Sites. This numismatic and glyptic data of 
the archeological evidence is really simply fascinating and it is a 
great credit to Dr. Banerjea that he has devoted two long chapters to 
study these early types of Brahmanical deities in his monumental 
work—D. H. I. A study of the archaeological data convinces us 
that in the evolution and development of Sri-Laksmi folk-elements 
| played a great part in shaping her ideology and form. The close 
association of Laksmi and Kubera (the lord of Yaksinis, some of 
whom are said to have been the protoype figures of this goddess) 
with the treasures (not one but many; sometimes eight and so the 
later conception of Astamangala) is illustrated in many of her early 
types of figures as represented in -the early Buddhist art of India. Let 
us therefore study this side investigation along with the 
literary data. To begin with the literary data may be taken 
first. 


Literary data: In the opinion of Dr. Banerjea, the concrete 
concept about Laksmi is only traceable from the late Vedic period 
onwards. In Rgveda and other Samhitas, Sri or Laksmi is not descri- 
bed as such. It is only in the Satapatha Bribmana that she is 
mentioned in an interesting but curious account: “The Satapatha 
Brahmana says that Prajgpati got tired in creating beings, and Sri 
came forth from him while he was in this condition... Her beauty 
and resplendence made the godsenvy her, and they wanted to kill 
her; but Prajapati dissuaded them from this as she was a female, and 
| asked them to take away all her attributes from her, sparing her life. 
| ‘Then Agni, Soma, Varuna, Mitra, Indra, Brhaspati, Savitr, Pusana, 

Sarasvati and Tvastr took from her food, kingdom universal sovereignty 
। noble rank, power, holy lustre; dominion, wealth, prosperity and beautir 
| ful forms respectively. Then on Prajapati's advice, she after offering 
ten sacrificial dishes to the ten divinities had everything er to 
her (XI. 4, 1 ff.). The inner significance of this story is not cult to 
understand, and the goddess embodies all the major good ee 
coveted by man”—Banerjea’s version. A late m a 
Rgveda, the S.istkta gives a glorious account of SriLaksml 
and the word Laksmi also occurs in the very first verse. 


the churning account of her 
her association with p 
19; था. 168, 3, and | is (3 


; ^ 


In the Mahabharata and Puranas, í 
origin is a familiar story. In this greater un à 
Kubera and Yaksas is also stressed—vide हा, 10, 
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this brings us to study her early types as associated with or developed 
from the Yaksas and Yaksinis from the Archaeological sources. 


Archaeological: The figures of Yaksinis and devatas of early 
Buddhist art of Bharhut, Sanchi, Bodh Gaya, Amaravati and other 
places, are characterised by the identical traits with which Sri-Laksmi 
is described by the texts—vide Pr. Laks., expatiating on her iconography 
such as well-dressed, decked with various ornaments, having such 
physical traits as fully developed breasts, a narrow waist and heavy 
buttocks which features are indicative of radiant and healthy mother- | 
hood wherein lies the real beauty of a female. Her other 
attributes like, padmastha, padma-kara, and being bathed by two 
elephants (cf. her popular aspect of Gaja-Laksmi) are also abundantly 
depicted in them. Needless to multiply all these traits which may be 
seen in the learned dissertation by Dr. Banerjea. We therefore propose 
to go ahead with her iconography. 


Iconographical—accounts of Laksmi may be studied under three 
heads of Mahalaksmi, Laksmi and Sri or Gaja-Laksmi as following: 


Mabslaksmi—in the Candikalpa is described as Sairabhamardini 
(cf. the destroyer aspect of the Sakti as represented in many of the | 
manifestations like Mabisisuramardini etc. Her attributes include | 
the familiar weapons in the hands of Durga—paraSu, kuli$a, danda; | 
Šakti, asi, carma, phanta, sila, p&$a, etc, along with wine-cup in her 
hands which number as many as eighteen which also support the 
abovethesis Dr. Banerjea, on th: other hand, comments on the 
form of the goddess as really illustrating one of the primary aspects 0i | 
the principal cult-icon of the Saktas, which stand for the supreme 


fountain-head of all divine power and the expatiation on this ideology 
has already been made below. | 


There are two other quotations—vide Pr. Laks. p, 220, one from 
we ViSvakarma-filpa and another from the M@nasara. In the 
ormer this goddess has been most. curiously localised at Kollapur 
(western Dacca) as holding a pot and a club in her right hands and 


| 
a shield enel o wood-apple in her left ones. The famous image of | 
Mabalaksmi in that famous temple dedicated ex | 


lusive he god- 
dess (and so a famous place of pilgrimage) CUN MARRE 


illustrates this representa- | 


i tion; but there is also a linga- ! 
a eo her (लन न e emblem on her head which again supports | 
। 3 m m. regards the Manasara’s expatiation of this form, | 
E they abound in decorative elements—excessi 
; 


1 1 ve dra d or men: 
4 I tation—vide Pr, Laks, p. 220 (ii). pery an na } 
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Laksmi:— as we know, is also known by several other names such as 
Sri, Padma, and Kamala and so many of her traits characterise her 
full of lotuses—seated on a lotus, holding in each of her hands a lotus 
and-also adorned with a lotus-garland. Among the various laksanas 
of Laksmi—vide ibid p. 221, the one quoted from the Am$u, may be 
taken typical. “According to it the colour of Laksmi is to be golden 
yellow. She should wear golden ornaments set with  rubies 
and other precious gems; in her ears there should be jewelled 
nakra-kundalas. The figure of laksmi has to be like that of a maiden 
who has just attained age and should be of a very handsome appear- 
rance, with pretty eye-brows, eyes like the petals of a lotus, a full neck 
and a developed waist. She should wear a bodice and be adorned 
with various ornaments on the head. In herright hand she should 
carry a lotus flower and in her left hand a bilva fruit; she should be 
draped in beautiful clothing and her back should be broad and 
attractive. The waist zone should be a broad belt of artistic workman- 
ship and should heighten the effect of her natural beauty'—Rao's ver- 
sion. The description of the V.D. (ibid iii) is a mixture of Mahalaksmi 
and Gaja-Laksmi according to our systematisation. It, however, 
gives an important injunction regarding the allocation of her arms; 
her figure should have only two hands when she is by the side of 
Visnu, But when she is worshipped in a separate temple, she should 
have four hands and be seated upon a lotus of eight petals, placed 
upon a Simhasana. 


This brings us to Hemadri's description of, Simha- Vahini Laksmi— 
who represents. a Ssivi Laksmi (to distinguish her from Vaisnavi 
aspect—thus two types emerge). In this she is to be sculptured 
with four hands, with the symbols of ‘a lotus with a stalk, keyura 
(armlet) a bilva and a Sankha along with an amrtaghata by her 
left side and be seated on a lion-vechicle. Here the word ‘Simhasana’ 
though usually may be interpretted as sitting on a simhasana-seat, 
buta sculpture from Khajuraho illustrates the goddess Laksmi 
sitting on a lion. Hence B.C. Bhattacharya’s observation (I. I. p. 37): 
‘No image of this description has yet come down to us'—may stand 
refuted. Further again, the V. D. describes Sri as of dark 
complexi०n—का लिकाकृति and provides other’ attributes of the 
exuberance of lotuses along with that of गजोरिलिस-त्रटप्छुता which is to be 
noticed ahead in the Gaja-Laksmi aspect of her. According to the 
§.R. on the other hand she should be represented as blooming with 
white complexion. It adds another attribute of being attended by 
two maidens who are waving the camaras near her. The represen- 
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tation of such a figure of Śri may be partially illustrated from thosé 
that are given by Rao: Sridevi: Stones: Mahabalipuram and Ellora, 


Lastly according to the S. S. the figure of Sri, a form of Laksmi, 
the spouse of Visnu should be represented in the first stage of youth, 
herfacs looking like the full moon, complexion white, the lips red | 
like bimba and she is smiling beautifully, wearing white garments, most 
handsome, decorated in the extra-ordinary (divya) ornaments. Her 
left hand should be on her waist and the right hand holding the lotus 
flower, such beautiful, pleasant and smiling figure of Sri form of Laksmi ! 
Devi is ordained to be sculptuied and painted by the S. S. Hemadri 
however, as we have seen adds, one symbol more (cf. “गजो तित्ष्तघटप्लुता?) 
—she is bathed by two elephants, pouring out water over her head 
from jars, 


Etymologically the very name of Laksmi and Sri symbolise the 
universal beauty and prosperity. ‘Her symbol, the lotus, is an 
- excellent emblem of beauty, that delights, the human sight, the 
moral sense and the intellect. The two elephants, showering water 
over her from either side is a grand sight of royalty and prosperity. 
Mythologically she came out of waters and thus in sculpture, her 
inherent love for water and aquatic objects, is adequately 
shown in her shower bath and water-lotuses and her conch. She 


issaid tobe the prosperity of heaven, the fortune of the kings on 
earth and the ideal in every home. 


Gajalaksmi—another very charming varient of Laksmi is reckoned 
by me as another form of Laksmi thou 
Laksmi by the Pürva-süris, 


gh amalgamated into Sri- 
! like Rao and Banerjea. In this form 
the only most conspicuous element is the presence of two elephants 


pouring water on her, Reference has already been made to the 
Buddhist art of Bharhut, S&nchi Bodh Gaya, Amaravati and other 
places which depict this type of Laksmi in a characteristically 
developed iconography—‘either standing or seated on a lotus usually 
coming out of a pot—bhadraghata, holding lotus in her hand, 
surrounded by blooming lotus flowers and Spreading lotus leaves; 
| and being bathed by two elephants’. “Thm this a A Dr. Benerjea 
B Hi makes an illuminating observation on this motif of the Cary Indian 
art: in many medieval temples, specially of Orissa, this motif, often 
described as Gaja-laksmi was carved in the caso of the MEE 


ucture, whatever might have been. 


Separate niches in medieval temples 
where she was elaborately depicted’. 


the cult-affiliations of the shrines. 
| |... Were also assigned to the goddess, 
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One such compostion belongs to Ellora where the goddess bathed by 
two elephants is seated on a lotus in a lotus pond along with other 
celestial attendants and Dr. Banerjea comments on it: *What is of 
unique interest in this beautifully carved gigantic relief is thé presence 
of two Nagas below the lotus-seat of the goddess. .'—D.H.I. p. 375. 


Other illustrations of Gajalaksmi as commented by Dr. 
Banerjea are those hailing from Khitching (Mayurbhanj Orissa) and 
two stone and one bronze sculptures in the collection of the Madras 
Museum which in the opinion of the learned Doctor represent how the 
symbol-cum-image has developed into a full-fledged image of Gaja- 
laksmi and he concludes: ‘These two Kaveripakkan sculptures and 
the Tanjore bronze to be dated in the early medieval period demons- 
trate in a very interesting manner how close was the relation between 
the aniconic symbol and the icon itself and how in this case at least the 
latter was supposed to evolve from the other (cf. also Sivaramamurti's 
article ‘Goddess laksmi and her symbols’ J. U. P. H. S. 1951). 


Bhüdeviand other Vaisnavi Devis: Bhüdevi the goddess of Earth 
isalso conceived as a consort of Visnu probably in association with 
his boar incarnation. In the Agamic descriptions— vide Pr. Laks. p. 
222-23 (i) she issaid to be of a light green colour resembling that of 
tender sprouts of the paddy plant. Other attributes being karanda- 
makuta and a yellow dress. Another (ii) description gives her dark 
colour and she isenjoined to wear red cloths. The V.D.’s description 
however, is most typical and symbolises her in her true colours. Here 
we have it stated that her complexion is white, that she has four arms 
and carries in her four hands 2 ratnapatra (a vase filled with gems), 
Sasya-patra (a vessel containing vegetables), osadhi-patra (a vessel 
containing medicinal herbs) and a lotus respectively. She should be 
seated upon the back of four diggajas or elephants of the quarters. 
This description is evidently that of the Goddess Earth when she is 
set up independently as svayampradhana object of worship and 
represent fully poetically all the characteristics of the earth, as the 
producer of plants, gems etc. Accordingly Brindavan rightly remarks: 
*The image in question, symbolises the earth and its various products 
useful to man, of which a pot of gems gives him wealth, a pot of 
grains nourishment, a pot of herbs health and a louts material for the 
growth of aesthetic sense.’ 2 

Durga: According to the three major Mahadevis—Mahakali, 
Mahialaksmi and Mahasarasvati, the last two have already been 
described and now comes the turn of the Mahakali or Durga and her 
various and maniflold forms. This aspect, as already pointed out, , 
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many a time, is associated with Rudra-Siva, dic Mahe$a, the lord of 
all lords, The Durga-saptaSati (cf. the Candikalpa of the Markan- 
deyapurana) isa glorious account of. this goddess full of meaning of 
mythology and metaphysics. Accordingly ure image of Durga or 
Candi or Mahakali is the image of embodied energy. Brindavan 
rightly interprets: She is the type of central energy and all her 
symbols and attributes emphatically signify the true meaning of 
representation. All the gods gave their best weapons to her, which 
she bears and her vehicle the lion, the king of beasts, is another 
symbol of energy. The fight with the demon in which she is engaged is 
the fight between the higher force and the lower force, with the 
resultant subjugation of the latter by the former’ (I. I page 37). 


Though all these three goddesses are only the three distinct 
forms, representing the Réajas, the Sattvika and the Timasa 
attributes or gunas of Prakrti, of the Devi of the Saktas who is the 

- supreme source of all divine as well as cosmic evolution, it is worthy of 
note that her associationwith Saivism is more marked than that with 
Vaisnavism (cf. the worship of Laksmi). The mutual affinity of Saktism 
and Saivism is beyond doubt. Hence in iconography she is represented 
as the consort of Siva either by the side of Siva or as an independent 
image. Accordingly in the former position her representation is 
often simple, two hands with the characteristic emblems of Siva, 
though sometimes with six arms or ten arms carrying the same weapons 
as Siva. Again she is sometimes sculptured as embracing Siva with 
characteristic poses. Rao says, ‘If Siva is conceived as Sada-Siva, 
the Devi associated with him is Manonmani; and she happens to be 
Gauri, when she is associated with Nataraja or other Miirtis of Siva. 
The independent image has numerous forms as we shall see presently. 
Let us now proceed with these different forms or aspects of the Saivi 
Devis. Sri Rao proceeds from Durga and her nine forms; I have 


chosen to begin with Mabakali in keeping with the Sakta tenets of the 
Candikalpa. 


Mahakalits dhyanamantra from the Candikalpa—vide Pr. Laks. 
9. 223, is significant for her fierce, ten-headed and ten-armed form 


| being prayed by no lesser a Person than Brahma himself (who had 
| sprung up from the navel-lotus of the 
EEE destruction of Madhu and Kaitabha, 
kingdom and mankind at large, 
According to the V. D. (ibid) she 
j tusks in her mouth. Besides the charac 
; her head a garland of skulls, 


great Visnu who was asleep) for 
the two symolic evils of the divine 


is jet black in colour and has 
teristic weapons she wears on 
_ The Karanagama describes her black 
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in colour resembling the rain cloud and having a stout body and eight 
arms. 

Rao has given two illustrations of Mahakali: Bronzes: Madeyur 
and Madras Museum which partially depict the prescribed canon. 


Kali and Bhadra-Kali: Kali, Mahakali and Bhadrakali really 
represent one aspect. The Bh. P. describes Kali having two 
hands, one of which bears a skull and the other a branch of a palm 
tree (०7715), Her face is tümra-rakta. Kal; as Kalaratri as 
described by Hemiidri (also vide Pr. Laks.p. 240) is represented as 
sitting on an ass and her body besmeared with oil. This form might ` 
have evolved into the image of Sitala of modern time. Kall or 
Kalaratri is the goddess of Night, choas aud destruction and has a 
great bearing on the Tantric form of worship. The representation 
of Kali in sculptures also depicts her dancing on a dead body. 


Bhadra-Kali on the other hand, has 18 hands and a handsome 
appearance (cf.the V. D.)—vide Pr. Laks. p. 224. She has three 
eyes and her emblems of hands may not be enumerated; but some 
of them are characteristic of the Saumya and Santa aspects of the 
deity which have some meaning from her very name, the bhadra— 
auspicious. She is described as seated in a chariot drawn by four 
lions—is it not something very fascinating and a grand image? This 
description, however does not fit in with her representations in 
sculpture. 


Durga: In the Devi-mahatmya, the Devi herself has narrated her 
diferent forms like Nanda, Rakta-Camunda, Sataksi, Sakambhari, 
Durga, Bhima and Bhr&mari. There in regard to her Durga form 
she says, ‘In the fortieth yuga of the Vaiva$vata-manvantara I shail 
protect all the beings in the world with such vegetables as are necessary 
for the maintenance of life and relieve them from the famine. People 
would then call me € ambhari (which aspect has already been hinted 
at as represented in many of the early types of figures on coins and seals 
—writer). In this form of mine I shall kill an asura named Durgama, 
and shall thenceforth be known as Durgàdevi." Rao's translation. 


According to the Agamic laksanas--vide Pr. Laks. P- 224 (i), (ii) 
and (iii','the goddess Durg& may have four, eight or more hands, 
should have three eyes and be of dark complexion, she should have a 
handsome look with a well developed bust, stout thighs and big hips 
and be clad in yellow garments. The head should be adorned witha 
karanda-makuta and the body decked with all ornaments. The front 
right hand should be in abhaya pose and the back one should carry 
the cakra, The front left should be in kataka pose and the back onc 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


316 DEVI-PRATIMA-LAKSANA 


carrying the Sankha. She is either padmasanà or mahisaSirsasana or 
simhasana. Her breasts should be bound with a snake along with a red 
oss covering the upper portion of her body. The Supr. Ag. calls 
her ‘the dear younger sister of Visnu' and informs vs that she 
came out of the 816810. According to this text, she is either asta- 
hasta or caturhasta, in the former carrying the characteristic weapons 
Sankha, cakra, Sila dhanus, bana, khadga, khetaka and paŝa in her 
hands (cf. the Dhyana ‘Kalabbrabham etc. the Durga-saptaSati) 
The V. D.’s description includes an interesting but befitting emblem, 
the lunar sign, the candra-bimba in one of her hands. Sheis eight- 
armed and seated on her mount, the lion all right. 


Durgà'sillustrations can be traced back to a very hoary antiquity. 
her representation in Indus valley remains 18 also cognizable. Numerous 
early Indian seals and coins exhibit this motif in a variety of 
representations. The South Indian sculptures cf. Durga: Stone, 
Mahabalipuram is partially illustrative of the above laksana, it is 
padmasana; but Durga panel in the rock-cut temple of Varakasvimin 
in Mahabalipuram is a good illustration of her eight-armed form 
standing erect on the head of a buffalo. Some medieval reliefs from 
Bihar and now in the collection of Indian Museum, in the opinion of 
Dr. Banerjea show the development of Durgá-motif in a characteristic 
manner (cf. details--D. H. I. p. 501). 


Navadurgas; Rao says, ‘no less than nine different forms of 
Durga are mentioned, but the Agamic list does not tally with that 
ofthe Puranas; and the Aparajita has its own list, Without going 
into their details the following tabulation will suffice: — 


D 


Aamie, Pauranic Aparajitic 

l. Nilkanthi - Rudra-canda Mahalaksmi. 
2: Ksemankari Pracanda Nanda 

3. Hara-sidhi Candogra Ksemankari 

4 Rudraméa-durga Canda-nayika Sivaduti 

5. Vana-duraa Canda Maharanda. 
6. Agni-durga Candavati Bhramari 

7. Jaya-durga s Candarüpa Sarvamangala. 
8. Vindhya-vasini-durga. Aticandika Revati त 

9. Ripumarini-durga Ugracandika Harasiddhi. 


N. B. Navadurga really represents on 
to be sculptured and so only symbolic in 
central: image four images are to be 


९ composite figure impossible 
character. Surrrounding one 
set up on each side. On the 
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authority of the Skanda-Yàmala, the Bh. Purana-—vide Pr. Laks, 225 
bestows 18 arms upon the central figure and 16 ones on the side: images 
with their characteristic emblems and weapons. These parSva-devis 
take their names as given in the Paurdnic list above. Other details 
relate to their respective colours and vehicles, the central figure on 
lion and the side ones on. chariotes. Rao says ‘Durga is often wor- 
shipped in the form of nine figures, one of them being set up in the 
middle and the remaining eight in positions corresponding to the 
eight points of the compass. They are all seated figures having a lotus 
as their seat. Instead of actual figures, we may introduce in their 
respective places their tattvaksaras, in the yantra". Thus it is 2 
Tantric device. It is neither fit for representation in sculpture nor it 
is illustrated as one. Dr. Banerjea, however, illustrates a Navadurga- 
motif as found depicted in an image hailing from Bengal (a village in 
Dinajpur district) where, ‘the central figure of Mahisasuramardini is 
eighteen-armed while eight other sixteen-armed miniature replicas of 
the same type are grouped round it.’ 

As already pointed out that the Saivi aspects of the Devi are too 
numerous to be managed here in their individual descriptions, hence 
they need be sorted out and be shownina tabulation, but before we 
do so we cannot leave certain important forms, both of the Ugra and 
the Saumya types. Accordingly let us dwell at some length on 
Mahisisuramardini, Katyayani, Kausiki, Candika and Gauri or Parvati. 

Mahisasuramardini and Katyayani represent the goddess Durga in 
almost identical aspects, haVing ten arms carrying characteristic 
weapons and emblems and engaged in the fight with Mabigasura and 
killing the buffalo-bodied asura. Puranas like the Varaha, the 
Vamana and the Padma, abound with the detailed accounts of the 
destruction of Mahisasura and the last-named source takes this destruc- 
tion as allegorical: Mahisasura standing fer personified ignorance 
and the Devi killing him, JaanaSakti. Rao Observes that this story 
indicates the substitution of the buffalo-totem-worship by a form of 
8 certain early primitive tribes of the country. 
Accordingly this aspect of the goddess is one of the remarkable morifs 
in the earliest of representations (cf. the sealing of Mohenjodaro and 
by Mackay in regard to the parallelism between 
the antiquarian representation and this developed motif, and reliefs 
hailing from Ghandragupta cave facade at Udaigiri, Bhilsa) and 
e already remarked that the moorings of the Sakti- 


` 


goddess-worship amon 
their interpretation 


therefore as we hav 
cult in India go back to many centuries before Christ. 


The Pr. Laks. of Katyayanj as gathered from the different sources 
like the Mayaedipika, the A. P., the Ripa, the Manasara and the 
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S. R. may be purviewed in the writer's book (ibid p. 227-28); but their 
illustration in the sculpture is a fascinating theme very brilliantly 
worked out (esp. the Mahisüsura-mardini aspect) by Dr. Banerjea in 

his erudite work D. H. I. p. 497-503. And without going for his 

details the following illustrations representing the evolution and develop. 

ment of her iconic motif may be tabulated:— 


(i) Stone relief of the Gupta period unearthed at Bhita depict 
two-armed figures of the Devi engaged in combat with buffalo demon; 


(ii) The beautiful brass image of the four-armed goddess hailing 
from Chamba (8th. Century A. D.) depicting this motif, is remarkable 
for her standing attitude exactly corresponding to the description of 
the Devi-mahatmya: 

एवमुक्त्वा समुत्पत्य सारूढा त॑ महासुरम्‌ । पादेनाक्रम्य कणठे च शूलेनेनमताङयत्‌ ॥ 


(ii) Reference of Udayagiri Cave—ten-armed figure, has already 
been given and it is reckoned as one of the best specimens of Gupta 
art. But so far the mount of lion is absent; 


(iv) Gangaikondacolapuram representation shows the mount also | 
though the attitude shown is in lifeless manner; | 


(v) Mahabalipuram and Ellora panels are two of the remarkable 


specimens illustrative of the changed mode—lion mount and divine 
on-lookers; 


(vi) Aihole and Haripur (Mayurbhanj Orissa) sculptures bring a 
new stage in the representation—from the ferocity to the sublimity and | 
to put it in the words of the learned Doctor: ‘The early Calukyan | 
artist appears to lay stress on the easy and effortless grace with which । 
the divine act of retribution was carried out, while the Orissan sculpt- | 
ure portrays with success the dynamic vigour underlying the act’. | 
Kanéiki. | 


ee It is rather curious that this name Kau6iki though not 
so unfamiliar in the general literature is remarkable for its absence in | 


1 : . i 
the pou of iconographical interest. In the innumerable goddesses | 
described in 


| F d in "The Elements of Hindu Iconography' by T. A. Gopinath | 
€ this goddess does not find a place, nor she is described in any of | 
F the contemporary works. The details of the description of this | 


j l goddess as found in this text of the Samarángana-sütradhara tally with | 
PEE E E ed associated with the Goddess Durga, as she is one of Dur- i 
j Wi sa? gas forms (cf. Durga-saptaSati). The text s : Kau- 
i F Šiki should be represe Mp टी Ka 


| 
| 
| 
| 
i 
f 
| 
Í 


nted as riding on the lion and g s 
| : : र Bee the vehicle of lion 
bay 1s associated with Durga which is a Popular knowledge. In her hands 


the n : Pn 
( umbet of hands not mentioned) shoyld be shown trident, pattisa | 
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and parigha, the flag of victory, khetaka, a tiny sword, bell made of 
gold, and she should be wearing the yellow and kauSeya garments and 
assuming a terrific form. A further specification of this figure (though 
only a conjecture as the text is corrupt) is that this goddess in all proba- 
bility is the same as Nava-Durgi as it is surmised from the text which 
directs that all the eight forms of this great goddess should be shown 
(S. S. 77-84) or is it the Astamangala form of Durga, the milder 
disposition- the most common figure of Durg& in Northern India ? 


Cand %—represents another terrific aspect akin to that of Katya- 
yani or Mahisdsuramardini. The V.D.~vide Pr. Laks. p. 228—describes 
her handsome, youthful and of golden colour (yet looking angry) with 
thin waist, broad eyes, beautiful breasts and lovely neck. She is one- 
faced and twenty-armed carrying the characteristic weapons etc. 
Curiously enough it further describes her as fighting with Mahisasura 
illustrating the more aggressive pose of Mahisasuramardini herself (cf, 
the acctt. below) where the three-pronged Stila pierces the upturned 
neck of the human demon issuing out of the decapitated trunk of the 
animal and this is how the Haripur sculpture (cf. below also illustrates). 


Quite contrary to this fierce yet handsome representation of the 
goddess, the Ripamandana—vide Pr. Laks. p. 229 describes her as the 
skelton goddess of which KrSodari is the typical form—devoid of any 
flesh, with stomach emaciated, clad in a tiger’s skin, adorned with the 
ornaments of serpents (or those of bones—cf. the Agnipurana). The 
text bestows upon her 16 arms and represents her killing Canda and 
and Munda, the two famous asuras and thus the text here confuses 
Candika or Candi with Camunda—vide the Durga-sapata-§gati where 
as Durga killed the two aforesaid demons, she received the name of 
Càmunda. Kréodari is said to be a goddess of femine and pestilence. 
Candi or Candika in this aspect of Kréodari is not rare in Indian 
Museums. 

Candika-asta-pratiharas: The Aparajitapraccha,—vide Pr. Laks. 
p. 229, has given a great prominence to this goddess by allocating © 
her shrine the following eight gate-keepers with their characteristic 
features:— 

l; Vetala 3. Pingākşa 5. Dhümraka 7. Rakakga and 
2. Kotara 4. Bhrkuti 6. Kankata. 8. Sulocana. — 


Gauri: represents the milder type of Durg& and d Ls gus 
the primary aspects of Siva with Mahe$a so we do in hefe es a 
or Parvati, the two primordial parents of the Universe *जगतः पितरौ aed". 


Gauri images are “represented in different forms and under diferente 


CC-0. Gurukul Kangri Collection, Haridwar 
ma — 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


320 DEVI-PRATIMA-LAKSANA 
names, such as Uma, Parvati, Totala, Tripura, etc. 


Avoiding the details of her Pr. Laks. especially of those gathered 
from the Minasira where her form is given too much of drapery and 
decorations, a speciality of the South Indian images and image-makers, 
let us first concentrate on her general iconology and iconography. 


Gaurj-Dyadaéa-Mirtis: The Aparajitapraccha has given a glori. 


ous account of the Gauti-miirtis in keeping With the tenets of Saivism 
and all these 12 forms are reckoned there as Siva-Sasanis—vide Pr. Laks, 
p. 230 (iii). A special feature of the general description of Gauti is her 
association with an iguana or alligator what we call godha i.e. seated 
on godha--Godhasanà is remarkable for its motif on which Dr. Banerjea 
observes: “The association of the mother-goddess of some of these (i. e. 
Taxila) discs with alligator or alligators is also of unique importance 
and interest from the point of view of the developed Sakti cult in India’. 
And he cites a good many illustrations representing this association of 
Godha cf. the medieval Parvati images of Bengal (cf. also the godha 
playing a prominent part in the mythology of the goddess Candi and 
Kalaketu in the medieval mangala-kavyas of Bengal); the Uma-Maheé- 
vara relief of southern India and the 12 armed Mabisasura-mardini 
figure on the Chandragupta cave facade at Udaigiri Bhilsa. 


Dr. Banerjea takes the same theme again cf. ibid p. 501 and has 
illustrated the development of this motifin a very unique bronze figure 
of the Devi at Nalanda and accordingly he remarks (ibid). ‘The iconic 
motif of Parvati associated with iguana has been found in other parts 
of India, and many sculptures from Eastern India (specially Bengal) 
ilustrate this aspect of the goddess’, This motif along with the 
Mahisasuramardini was so popular that these migrated to Indonesia 
as the medieval replicas of such images are found there. 


Dr, Banerjea (ibid) also associates this animal-lizard with Sri one 
of the six varieties of Gauri—Uma, Parvati, Sd, Rambha, Totalà and 
Tripura, on the authority of the Rū pamandana, a later Medieval text, 
but I may point Out to the learned Doctor that this association of 
iguana with Gauri under the appellation of Sri is much earlier describ- 
ed in the Aparajitapraccha belonging to the 11th century A: D.—vide 
Pr. Laks. p. 231 and the copier-author of the Riipamandana has taken 


it verbatim from the A, P. as his usual Practice, so many times pointed 
out before. Ey 


Gatching the lost thread of the dvüdafamürtis, the following dist 
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may be seen:— 


1. Uma 5. Sii or Sriyottama 9 Savitri 

2. Parvati 6. Krsna 10. Trisanda 

3. Gauri 7. Hemavati ll. Totala and 

4. Lalita 8. Rambha 12. Tripura. 

N. B.: As regards their general feauters they are too easy to 


be purviewed in the writer's Pr. Laks p. 231. 


Gauri-pafica-laliya-miirtis: are a unique gift of the Aparájita. 
They are perhaps nowhere described nor happen to be represented in 
sculpture. ‘Laliya’ means the name beginning with ‘L’ and they are 
Laliya, Lila, Lilangi, Lalita, and Lilavati. They have also found each 
a eharacteristic description—vide Pr. Laks p. 231. 


Gauri-Shrine: Like principal gods, the A. P. provides for Gaur 
a special shrine where images of other deities are to be set up ina 
particular manner: Matrs in the south, Sri in the Saumya, Savitri in 
the west, Bhagavati Saraswati in the back karnas, Gane$a and Kumara 
in the [Sana and the Agneya directions and the centre goes to the fully 
decorated and adorned with kundalas the image of Gauri, the beloved 
of Mahe$a (cf. ner typical association with the great god, the very 
half portion of him). 


Gauri-asta-dvarapalikas: The same text (the A P.) completes her 
glory and grandeur by allocating to her shrine the eight maiden-dcor- 
keepers—the guardians of the gate of Gauri-shrine and they are named 
with their special emblems—vide Pr. Laks. p. 232, as followsing: 


1. Jaya 5, Nibhakt&, 
2. Vijaya 6. Mangala 

3. Ajita 7. Mohini and 
4. Aparajita 8. Stambhini, 


The Davi-icons associated with Durga, the Saivi aspects of the 
Devi do not end here and a reference to them ought to have been made 
here and now; but keeping with the order of the Pratima-laksana 
(cf. “देवी मेदप्रभेदे”) they will be referred to in a tabular form in the 
end. Let us first take up the last main images of the Devi, the Sapta 
or Asta Matrs. - E 

Reference has already been made to the three fundamental pillars 
ofthe towering edifice of Devi-iconology which have sustained the 
whole fabric of this sublime structure of Saktism through. the ages, 
It is firstly all pervading principle of Energy, the fountain spring of 
Saktism—vide the sublime conception of VAG outlined in the Devi- 


CC-0. Gurukul Kangri Collection, Haridwar. — e» 


SSS EEE 


Digitized by Arya Samaj Foundation Chennai and eGangotri 

322 DEVI-PRATIMA-LAKSANA 

Sikta (Rg. X. 125) and, in the Devi- ahatmya of the M. P. 
fafiata या करसन मेत द्वाप्य स्थिता जगत्‌ —the formless absoulte principle im- 
manent in thew hole universe as the supreme? and all-pervading consious- 
ness; secondly the Defendent and Protector Agency (cf. Gita's Doctrine 
of Avataravada)—vide the Narayani-stuti ze यदा यदा वाधा दानवोत्था 
भविःय ति”; thirdly the Mother-aspect of the Divine Agency, which illus- 
trates to my mind, in these Matrs, whose association with the Digpala- 
gods is also representative of the the palana or bhaarna aspect as hinted 
above. This is what may be termed as the social point of view (as 
opposed to the metaphysical or philosophical and physical points of 
view as referred to above) from which these Matr-goddesses should be 


viewed, They are the motherhood of the family and society. This is 
what the Brahma-Vaivarta:puràna enunciates and elaborates: 


गुरो; पत्नी राज-पत्नी विप्रपत्नी च या सती | 
पत्नी च भ्रातृसुतयोमित्रपत्नी च deno ॥ 
na: पित्रोस्तयोर्श्रातु: पत्नी श्वशूः स्वकन्यकाः | 


It is with this background that we have developed one of our 
maxims “मातृवत्‌ परदारेषु’, These Matrs have a vivid mythology behind 
them. Itis Andhakdsura-Vrttanta in the Puranas, in the context 
of which these Màtrs are said to have sprung up to help Lord Siva 
in his struggle with the demon and the consequent victory over him. 


Sapta Matrkas. These seven goddesses represent the embodied 
energy and prowess of the seven famous gods—their male-counter- 
Parts as their very names indicate. The Varahapurana states that 
they are eight in number adding YogeSvari also to their sevenfold 


list. The Var&hapurüna further represents them with the eight bad 
mental qualities. 


Thefollowing tabulation will show at a glance 
their male counterparts and together with their 
the above-mentioned mental qualities: — 


their names, 
assosiation with 


Name Male Mental atributes, 

l. Yoge$vari Sivà Kama or Desire. 

2) Mahe6varl ' Mahe$vara Krodha or anger. 

3. Vaisnavi Visnu Lobha or covetousness. 

4. Brahmani Brahma Mada or pride 

5. Kaumari Kumara Moha or illusion. 

6. Indrani Indra Matsarya or fault-finding. 
7. Yami or Camunda Yama Pai$unya or tale-bearing. 
8. Varahi i Varáha Asuyü or envy. 
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a Na number seven of the Matrs does not hold rigid. 
Dr bake ely टा... 

es: ppears that side by side with 
the common concept about the stereotyped number of the Mothers or 
Saktis of seven or eight gods there existed a belief about the Saktis of 
other gods or their aspects. In the subsequent ritual literature of the 
Hindus, the names of as many as sixteen Matrkas with Gauri in 
the beginning are mentioned’. 

As regards their illustrations it has a hoary antiquity, the 
Nalanda seals depict them. Varühamihira refers to the worship of 
the Matrganas (the Saptamatrküs) as the chief manifestation of the 
Sakti-cult—vide Brh. Samh. 59.19. These are often carved in 
relief on a rectangular stone slab in order of Brahmani, Máheávari, 
Kaumari, Vaisnavi, Varahi, Indrani and Cámundi, with the figures 
of Virabhadra and Gane$a on either side, which satisfies the 
Aparajita’s injunction about it—vide Pr. Laks. p. 235 The author 
of the Rüpamandana (the copy of the A. P.) changes the order with 
his characteristic ingenuity— placing Bhairava (or Virabhadra) in 
the beginning and Gane$a in the end. 


Sri Gopinath Rao has reproduced the Sapta-Matrka—group 
representation from stones: Ellora, Belur and Kumbhakonam which 
illustrate them very characteristically. 

Separate reliefs of the Miitrkas and their guardians are also 
common and Dr. Banerjea has made an illuminating study of some 
ofthem as represented on the sacred tank at Puri (Orissa) known 
as Markandeya Sarovara, where on one of its banks these separate 
images are sculptured Besides these stiff hieratic sculptures (as the 
learned Doctor comments) from Puri, the four-armed Vaisnavi 
with Garuda beneath her seat, hailing from Khiching (Khandiya 
Deul) is regarded by him a real object of art. The two separate 
Càmundi reliefs, both hailing from Jajpur i.e. Virjaksetra (Cates) 
are also. regarded by Dr. Banerjea as the remarkable specimens 
of iconographic art. 

The individual pratima-laksanas of all Matrs 
they partake them of their consorts cf. the injunction of 
itself, —dqeq देवस्य ART यथा भूषणवाहनं तत्तद्देवास्य तच्छक्तिः ae 
Pr. Laks. pp. 232-239 is full of them for further purview. 

In the end of this chapter, as promised a tabulation of the 
aspect of the Devi has to be made; bat 
nder the name of Jyesthadeyi 


are avoided as 
the M. Purana 
and the writer's 


various forms of the Saivi 
before we do so a very peculiar Devi प 
may also be touched. 
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Jyestha —is a folk-gooddess and her worship was as old as Boddha- 
yana-grhyasiitra—vide its chapter on her Narsinpr-w iic RAD fom 
her several names (viz. Kapilapatni, Kumbhi, Jyaya, Hastimukha, 
Vighnaparsada, Nirrti) she is described as (baying lions attached to her 
chariots and tigers following her’. The Lingapurana An of her 
origin (see Rao for details,—E. H. I. vol. l. pt. 2. pp. 95-98) > 
interesting where she is said to. have come out of the ocean while it 
was being churned. The worship of Jyestha was a very popular prac- 
tice in South, though quite extint now. In North Sitala may be ] 
yegarded as her counterpart. Jyestha is also known as Alaksmi and 
itis perhaps to this trait that the orthodox Saivagamas s high 
expatiations on her—vide the Siddhantasaravali of Trilocana Sivüca- 
rya and the commentary on it, fully taken notice of, by Sri Rao 

E. H. I. ibid pp. 398-400. 

As regards her iconographical details—vide Pr. Laks. p. 243-49 

where five texts are quoted—her peculiar traits are : danda in the right | 
“and rope on the left; the emblem on her banner is the crow and, her | 
vāhana is the ass (cf. Sitala). The V.D. describes her in two principal | 
aspects, Rakta and Nila. Both of them are seated figures having their | 
feet touching the ground. It calls her Viravandita—praised and । 

propitiated by heroes. | 

Though the worship and the cult of this non-Aryan goddess, is 

obslete in the South, her images are still found at so many places. The 

Madras Museum and Kumbhakonam sculptures are interesting 

illustrations. | 
The Saivi Devis— The manifold forms of Durga, as promised may 

now be taken and some of them are: 


Nanda Balavikarnika Sveta 
Amba Balapramathinj Bhadra 
Ambika Sarvabhütadamani Jaya & Vijaya 
Mangala Manonmanini Ghantakarnj è 
Sarvamangala Varunicimupda Jayanti | 
Kalaratri Raktacimunds Diti 
Lalita ivadüti Arundhati 
Uma YogeSvari Aparajita 
Ht Parvati Bhairavi Surabhi 
li } Rambha Tripurabhairavi Krsna 
| ° Totala Siva Indra 
| | Tripura Kirti Annapurna | 
pi Bhūtamātī Siddhi A$varudha | 
f | Yoganidra Riddhi BhuvaneSvari 
| il UR Ksama Bala & 
ü audri Dipti Rajam&tangi 
| Kalavikarnikz Rati eae 
v4 
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CHAPTER VI 
SAURA-PRATIMA-LAKSANA 
SURYA—ADITYAS, NAVAGRAHAS AND DIKPALAS 


Surya and the Adityas:—Sürya, the Sun is the fifth principal god associ- 
ated with Palicayatana-worship which may be regarded as the sublimest 
and the most universal composite bhakti-cult in India. Siirya is a 
principal god in the Vedas. His worship, therefore, has been in vogue 
from very early times. The history of this god presents some interest- 
ing inter-ethenic and international back-ground also. The sectarianism 
under the name of Saurism revolving round this celestial luminary is 
also a fascinating story. Before we come to all this, let us begin with 
his Vedic accounts. 


Vedic:—In the Vedas a good many solar deities have been extolled. 
Apart from Stirya, the most concrete of them, his other various aspects 
are Savitr, Pusan, Bhaga, Vivasvat, Mitra, Aryaman and Visnu which 
gave rise to what are called DvadaSidityas, the twelve Adityas in the 
Brahmanas (cf. the Satapatha), the Epics (cf. the Mahabharata) and 
the Puranas (so many) and the early Silpa-texts like Vi$vakarma- 
Silpa. The hymns of the Rgveda under the above-mentioned solar 
gods like Savitr, Pusan etc., simply symbolise the whole fabric of the 
universal activity and energy remifying into the fundamental elements 
of life like the energy to work which Savita, *the stimulater of every- 
thing! 'सवेस्य प्रसविता!--निरु०, was accredited to give ; the safety of the 
cattle and their pastures was assigned to Pusan, the beneficient Sun 
and the distribution of riches and wealth was the function of Bhaga. 
Similary Vivasvat the first sacrificer was conceived as the ancestor of 
the race ; ‘his Avestan counterpart, Vivan-hant, was the first mortal 
who prepared Haoma (Vedic Soma)’. Mitra’s luster was not confined to 
Indian horizon, it simply illumined the whole of Assia. He was a Indo- 
Iranian god and his Iranian cult did penetrate into India and reacted 
on north Indian Sun-worship, which we shall presently see. Visnu 
the great Epic and Pauranic Preserver God was first a solar deity as 
Vedas reveal. ‘Rgvedic hymns to Surya contain many epithets which 
had a hand in influencing many of his traits in the post-Vedic age. In 
some he is described as ‘the beautiful-winged celestial bird Garutman* 
(divya suparna Garutman), while in one verse (R.V., VII, 77, 3) he is 
described as ‘a white brilliant steed brought by Usas'; from such 
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descriptions originated the concept of Garuda, the mount of Mar and 
Tarksya, the horse-mount of the Sun-god himself. Nay, pi idea of 
the god riding on a chariot drawn by fouar रिम pcd FO srequentiy 
found in post-Vedic texts and illustrated in cany reliefs has already 
been well formulated in Rgvedic hymns; he is more often described 
there as ‘moving on a car drawn by one, by several or by seven fleet 


“and ruddy horses’ (1,115, 3-4; VII, 60, 3; VII. 63, 2, etc.). The elabo- 


rate story current in the epics and the Puranas about Sürya's marriage 
with Viévakarma’s daughter Samjna, her desertion of kim after leaving 


with him her shadow (Chaya) for her inability to bear his effulgence;: 


ViSvakarm8's attempt to reduce this in order that his daughter might 
endure it, had its origin in the Vedic myth about the marriage of 
Saranyu, the daughter of Tvstr, with Vivasvat, the Sun-god' — D.H.I. 
p. 430-31. ; 

Saurism of the Post-vedic age:—Rise of Saurism might be synchro- 
TWE with the rise of the Bhagvata-cult in the Mahābhārata. The’ 
greater epic (II. 50, 16) describes him Deve$vara -‘lord of gods’, the 
germs of which were already sown in the Rgveda itself when it had 
proclaimed to the world : सूर्य आत्मा जगतस्तस्थुषश्‍्च?, The sway and the 
supremacy, the Sun has always exercised and extended over, is evident 
from the very ancient Smarta-tradition of Sandhyopasana, ín which 
a prayer to the sun.in G&yatiimantra forms a principa], constituent. 
This prayer is symbolic of men's desire to attain unblemished . wisdom, 
the strongest ship to cross the: ocean of Samsara. -The Sun has been a 
favourite god ofthe repentent sinners who always prayed for their 
redress. The immortal poem of Mayiira, an eulogy to.Sun in hundred 
stanzas and the prologue in the Malti-Madhava by: his contemporary: 
Bhavabhüti are some of the classical illustrations ली. Sürya's supremacy- 
and his cult of worship. 


his Vedic pioneer did not lag behind, as some of the ancient rulers of 


India were exclusive worshippers of the Sun God. Maharaja. 


Dharapatta, one of the Maitraka rulers of Valabhi, 


Pusyabhüti rulers of ThaneSvara like Rajyavardhana 
and Prabhakarvardhana were 


worshippers of the Sun. it 

-As many as six branches of the sec 
of the popularity of this cult, an adherance to which in north and:south: 
India gocs back fairly to an early age. The sun’ was regarded as ther 
author of the world by the Sauras; Thesix sub-sects as hinted above 
of this great cult may be briefly mentioned, | 

"Among the six classes of devotees of sun 
sandal,wearing a garland of red flowers, 


and some of the 
, Adityavardhana 
"Param-Aditya-bhaktas' the most devout 


tarian cult of Saurism are.a proof: 


sall bearing a mark made by red 
and repeating the formula of eight. 
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syllables, (i) some worship the orb of the sun who has just risen as, 
Brahmadeva, the creator; (ii) others the sun on the meridian as 
I$vara, the destroyer, who is also regarded as the Originator; (iii) some 
regard the setting sun as Visnu, the protector and conisder him as 
the cause of the creation and destruction also and as the highest entity 
worship him. (iv) There are some who resort to all the three suns as a 
triple form; (v) others observing the vow of regularly seeing the orb, 
adore the supreme soul as existing in it with golden whiskers and golden 
bair. One section of this class is devoted simply to the vow of the 

4 observation of the disc, and they see the orb, worship it in the 
16 ways, dedicate all their action to the god, and do not eat without 
seeing the orb ; (vi) The devotees of the sixth class imprint the orb on 
their forehead, arms, bosoms with a heated iron piece and meditate on 
the god in their mind continuously. 


Foreign influence on the Sun-worship in India:—The North has 
always been the strong-hold of the foreign influences right from the 
Aryan influx to the Mohammedan invasion, only the British could 
successfully penetrate even to the remotest of the South. Accordingly the 
Iranian cult of Sun-worship also affected the north. Hence the earlier 
mode of sun-worship as prevalent in India branched off into two main 
forms, the representative character of which isfully evident in the 
artistic remains, ‘That its north Indian form was much reorientated. 
by the east Iranian mode of sun-worship isfully proved by many 
literary and archeological data. The story of Samba’s leprosy and 
his cure from this fell disease by his worship of the Sun-god according 
to the .approved east-Iranian (Sakadvipi) manner is elaborately 
narrated in many Puranas such as Bhavisya, Varaha, Samba, etc. 
Reference is also made in many of these texts to his having caused to 
be built a big temple of the god at Mülasthanapura (modern Multan 
in the West Punjab) on the banks of the Chandrabbaga. There was 
actually a big sun-temple at Multan, a graphic description of which 
and the image enshrined there is given by foreign travellers like Hiuen 
Tsang and Arab geographers like Al Edrisi, Abu Ishak al Ishtakhri 
and others. Some of the Puranas also refer to the installation of a sun- 
image known by the name of Sambaditya by Samba at Mathura. The 
close association of the east Iranian form of sun-worship with the 
reoriented cult of the god in Northern India is further emphasised in 
| 'the-Brhatsamhità ; it is expressly laid down there (Ch. 59, V. 19) that 


| it was Magas (the indianised form of the Magi, the sun-worshipping 
priests of Iran) who were entitled to install ceremonially the images of 
| Sūrya in temples. Alberuni knew this fact for he has recorded that 
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the ancient Persian priests came to India and became known as Magas,” 
— ग. p. 431. 

Mes Ta influence on the reoriented Mauss in India is 
fully born out by the representations of Sunya in the adian Sculpture 
particularly belonging to the North. Itis the udicyaveSa eus with 
the wearing of a waist-girdle called viyanga (cf. Br Samhita) m 
Yaviyanga (avyanga)—vide the V.D., which is the indianised form of 
Iranian Aiwiyaonghen the sacred waist-girdle of the Iranians. The 
extant Surya reliefs of the Kushan, Gupta and late Gupta periods 
illustrate this trait. Dr. Banerjea has made a good study of these | 
icons and he significantly observes that several extant art motifs of the 
Gandhara region and especially those hailing from: Mathura and 
belonging to the early centuries of the Ghristian era help us to trace the 
development of the new and reoriented Sürya icons of the Gupta and 
‘post-Gupta pericds, the illustrations of which will be tabulated ahead. 


Dyadasadityas: Now before we proceed with the pratimalaksana 
ofthe Sun-image proper, let us briefly notice the twelve Adityas and 
their pratimalaksanas as collected from the representative texts— 
vide Pr. Laks. p. 245-46. Mention has already been made of their 
early references in literature which proves how ancient they are. 
Different accounts of their origin are given; but Rao says: ‘The most 
‘commonly accepted meaning of their mame is that they are all | 
so-called because they are the sons of Aditi and in the Puranas, they 
are all evidently solar deities.’ These twelve Adityas are said to | 
preside each a month of the year. Their names are given variously | 
in various works; and a good many of them agree in naming them | 
in order as Dhity, Mitra, Aryaman. Rudra, Varuna, Sürya, Bhaga, 
Vivasvan, Püsan, Savitr, Tvastr and Visnu, the last one surpassing 
allinlustre. Some of these names like Mitra, Aryamam and Bhaga 
are illustrative of the identity between their Iranian counter-parts— 
Mithra, Airyama and Baga or Bagho of the Parsis. 

In regard to the images of each of these twelve Adityas in 
five principal texts—vide ibid., Sri Gopinath Rao on the authority 
of the Vi$vakaram-$astra (the last text quoted in the Pr. Laks. p. 246) 


has tabulated them in the following manner especially in regard to 
their hands and objects : 


| 

b 

Lt Dyadagadityas 

ee gee re हु 
i टॅ : ana: jis BE 

H 1  Dhatr : Lotus garland Kamandalu Lotus -Lotus 

I 2 Mitta Soma Stila Eo Do. 
mi 9 Aryaman Cakra Kaumodaki Do. Do 
i 
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No Me of the Back Right Back Left Front Front 
tyas. Hand. Hand. L.H. R.H. 
4 Rudra Aksamala Cakra Lotus Lotus 
5 Varuna Cakra 78565 Do. Do. 
6  Surya Kamandalu Aksamalit Do. Do. 
7  Bhaga Sula Cakra Do. Do. 
8  Vivasvan 57 Garland Do. Do. 
9  Pusan Lotus Lotus Do, Do. 
10  Savitr Gada Cakra Do. Do. 
, 11 ‘Tvastr Sruk Homaja-Kalika(?) Do. Do. 
12  Visnu Cakra Lotus Do. Do. 


On this Dr. Banerjea makes a significant observation correcting 
Rao ofhis oversight: *but in his table all of them are shown as 
four-armed. The text quoted by him, however, explicitly says that 
two of them, Püsan and Visnu are to be shown as iwo-armed." As 
regards their illustrations, something would be said ahead as usual 
| in the end. 
Navagrahas: Sürya is both an Aditya and also one of the Nava- 
The other eight Graha are : Chandra, Bhauma (Mangala), 
Budha, Brhaspati, Sukra, Sani, Rāhu and Ketu. The following chart 
will give a succinct sculptural representation of all these Navagrahas 
as tabulated by Sri Rao in his E. H. I. (p. 322-3) on the authority of 
Rüpamandana : 


| grahas. 


Navagrahas: 
Name of c Weapons etc. z Pn 
2 olour. Right Left Seat and Vehicle. Remarks. 
| 009 CE Hand. Hand. 
| Surya White Padma Padma Gaeriot with 7 horses All the 
Soma 5 Kumuda Kumud Ly » 10 ‘,, mine 
Bhauma Red Danda Kamandalu A goat dieties 
| Budha Yellow Hands in Yogamudra Sarpasana - should 
Guru D Aksmalla Kamandalu Hamsa be 
Sukra White 2 7 A frog adorned 
Sani Black Dauda 55 with 
Rahu Smoky A sacrificial pit kirita 
(kunda) and 


The lower portion of ratna- 
the body of Rahu kunda- 
should be thatofa ‘las. - 


ह. 
| | snake. 
| 


Ketu D Arms folded as in the 
añjali attitude. - 
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The worship of Navagrahas has been a universal MBL in asso» 
ciation with any sacred ceremony or any important ritual. The 
Yaājňa-valkya-Smrti assigns to Navagraha-puja, an important Place, 
for the attainment of desires, Regarding their representation, it 
enjoins that the figures of these nine planets should be made of copper, 
crystal, red sandal (wood), gold (in the case of Budha and Brhaspati), 
silver, iron, lead and bell-metal respectively ; or these figures should 
be drawn on canvas in their respective colours or in mandalas made 
of scented paste, the last being the lepyaja variety. 


Surya-pratima-laksana—(i) Northern tradition:—From the persual è 

of the texts—the Br. S., the V. D., the Agni., the M. P., and the A. P. i 
and R. M, i.e. (i) to (iv) and (viii) and (ix)—vide Pr. Laks. p. 246-48, 
two types of the Sun-images emerge. In the first (cf. the V. D.) the 
Sun is seated ona lotus, has two hands holding lotuses, moving in a 
car drawn by seven horses; and the second (cf. the Agni and the 
Matsya) also includes the charioteer, the legless Aruna who is driving 
the horses. Here the sun is attended by two male and two female 
figures. The two female figures are his queens—Niskubha, also called 
Chaya on his right and. Rajni also called Prabha or Suvarcasa on his 
left. -In the front of these females are the males—the one on the right 
is called Pingala or Kundi holding either sword or writing implements 
and the one on the left is called Danda holding a Sula (staff). Here 
in the latter, the Sun-figure is also said to be weaeing an armour. 


This last trait brings us to the description of the Sun-images as 
found in the Br. Samhita and in another passage of the V. D.—vide 
ibid, conforming to the Iranian influence on north Indian images of | 
the Sun as already pointed out before, and accordingly the Br. Sam- | 
1108 would enjoin that ‘the god should be dressed in the fashion ofa 
Northerner, (his body) from .the feet upto the breast being covered. 
He should wear a crown and hold two lotus flowers by their stalks. | 
His face should be adorned with ear-rings, he should wear a long 
necklace and a viyanga ; ...his face should be covered with a cheek 
plate. ‘The Visnudharmottara of a later date containing fuller 
details, says tha the god should have four arms ; he should be covered 
with a coat of mail and he should wear a Northerner’s dress ; his waist 
girdle is known as yaviyanga (avyanga); 
be shown on his left, 


| 
| 


the staff-carrying Dandi is to 
ois and the pen and inkpot (here palm leaf ) bearing 
Kundi on his right ; a lion standard is to be placed on Sürya's right 


| side, and his four sons, Revanta, Yama, and the two Manus, should 
| | stand by him. Other attendants of the diety according to this elabo- 
| rate description are his four wives, Raji, (Ri-(Ni-) :ksubh&, Chaya 
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and the goddess Suvarcas& ; the chariot drawn by seven horses should 
be driven by Aruna’. 


_ Thus in the former we do not find any mentiou of the chariot, the 
horses and other attendants of the god, while in the latter there is an 
elaborate descriptions of the accessories and the main characteristic of 
both these descriptions is the avyanga-girdle and boots which emphasise 
the foreign origin of the type of image consequent upon the reoriented 
cult on the Iranian model. 


(ii) Southern tradition:—Now as regards the pratima-laksanas as 
found in Southern Silpa-texts like the AmSumadbhedagama—vide 
Rao’s notice E.H.I., Vol. I pt. II p. 306-7: ‘the figure of the Sun-god 
should be sculptured with two hands, each holding a lotus. The 
hands should be so*held up as to cause the fists holding the lotuses 
reach the level of the shoulders. His head isto be surrounded by a 
halo (k&niimandala) and his person should be adorned with many 
ornaments; on his head there should be a karanda-makuta and a 
garment worn by him should be red in colour. He should wear a pair 
of ruby earerings (kundalas) and over his chest there should lie a hara 
(necklace). He should wear only one cloth and the body should be 
covered (with a coat) as in ‘in Northern India.’ The fabric of this coat 
should be so delicate in texture as to make portions of the body visible 
through it. There should also be a yajfiopat ita on his person. "The 
figure of Sürya should be made to stand on a padma-pitha by itself or 
should be placed in a hexagonal chariot drawn by seven horses fully 
caparisoned. The chariot should have only one wheel and be shown 
to be driven by the lame Aruna. On the right side of Surya there 
seould stand Usa and on the left, Pratyusa. A second authority 
mentions four consorts to Surya ; namely, Rajni, 50९०108, suvarcasa 
and Chaya, while a third says that one half, taken vertically, of the 
body of Sürya should have the shape of a dark-complexioned woman, 
probably indicating the sun inspite of his being the god of light, is 
inseparably wedded to night and its darkness.’ 

‘The Silparatna states that on each side of Surya there should be 
a dvarapalaka, named Mandala and Pingala respectively.’ Silparama 
chooses pusparaga or ruby, of which the kirita of Sürya should be 
made. & pa ebay a > p ^ 

Illustrations of the Sun images in consonance to the aforesaid 
introduction and the descriptions fallin as many as 5 types, earlier 
common types, early mixed types, (cf. the Iranian influence), medieval 
seated types, medieval standing ones and lastly their southern represen, . 


tations, 
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(i) Earlier types—again can be sub: divided in those pi aniconic and 
iconic. The former used to be represented in symbols like a wheel; a 
round golden plate, a lotus flower etc. Dr. Banerjea has investigated 
into these earlier representations of the Sun—vide D.H.I. Chap. IV, 
and has illustrated it in the punch-marked and cast-coins (cf. the coins 
of Uddehika and the Paficala mitra chifs like Süryamitra and Bhinu- 
mitra). As regards the latter ie. Sirya in human form it is represen- 
ted in the ancient remains of Bodha Gaya, the Bzddhist cave at Bhaja, 
composition of Sürya carved on one face of the many-sided column 
found at Lala Bhagat and the Surya relief in the torus frieze of the 
small cave, Ananta-gumpha among the Khandagiri group of Jain cave 
shrines near Bhuvane$vara Orissa, where the motif of representations 
is more or less identical and their affinity to each other is remarkable. 
The typical of them (cf. Bodha Gaya) may be described in the words 
of Dr. Banerjea—ibid p. 432. ‘The god is seen riding on a one- 
wheeled (ekacakra) chariot drawn by four horses on a ‘upright’ of the 
old stone railing (pracina$ilaprakara) at Bodh Gaya. He is attended 
on either side by a female figure shooting an arrow, and they are the 
earliest reliefs standing for Usa and Pratyusa personifying the different 
aspects of ‘dawn’ driving away darkness; the demons of darkness 
appear to be personified by one male bust on each side of the relief. 
The Rgvedic description of Sürya as riding a chariot drawn by one, 
three, four or seven horses seems to have been the basis of such 
representation.’ 


Thus the earlier reliefs (assays Dr. Banerjea), of Stirya hailing 
from different corners of India, Western, Northern and Eastern, seem 
to prove that the iconography of this motif was to a great extent the 
same everywhere in these widely distant regions and it was utilised by 
devotees irrespective of creed. 


(ii) Early types typify the remodelled motif of the Sun images in 
Nothern India in a peculiar way due to the reorientation of the Sun- 
cult influenced by its Iranian form. These as already indicated, hail 
from the Gandhara region, especially from Mathura of the Gupta and 
post-Gupta periods. Apartfrom the Gandhara sites and Mathura 
Museum exhibits (see details in D.H.I. p. 434), the Sun-images of the 
early Gupta period as found in Sürya relief at Niyamatpur and 
Kumarpur (Rajshahi Beagal) as well as Bhumara (Nagod Madhya 
Bharat) along with fine marble sculpture of Sürya found at Rhair 
Khaneh (Afganistan) now in Kabul Museum and several others as 
noticed by Dr. Banerjea though take former model, are also represen: 
tative of the developed innovations, à : 
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(iii & iv) Medieval Surya reliefs usually fall under two categories, 
one showing the god standing in the company of his attendants, the 
other showing him seated in padmasana, the former outnumbering the 
latter. The former group i: illustrated in an early medieval Sürya - 
image from Khiching in which besides the lotus-carrying two-armed 
central figure of Sürya dressed in udicyave$a also keeps up the earlier 
tradition of his accessories like Dandi, Pi àgala, Usa, Pryatusa, Aruna, 
and seven horses (shown in the relief). The latter are very often 

| profusely ornamented (cf. Dacca History of Bengal for such elaborate 
Siirya reliefs). This brings us to the fifth type, the Southern repre- 
sentations in which this is the prominent characteristic. 

(v) Rao has made certain generalizations of the Southern types of 
Sürya images comparing them with the Northern types and some of 
them may be enumerated here cf. D.H.I. p. 440—(f. n.): 


“The South Indian Süryas have their hands raised to the level 
of their shoulders, and the lotuses held by them are only half-blossom- 
ed ; their legs and feet are always left bare; the northern Indian images 
have generally their hands at the general level of the hipsor the 
| elbows, and are made to carry full-blown lotuses rising up to the level 

of their shoulders, and they wear boots: Aruna and the seven horses, 
| almost invariably present in north Indian varieties of Sürya, are very 
| often absent in their south Indian counterparts, and the number of 
attendants in the latter-is very small (Dandi, Kundi or Pingala, the 
arrow-shooting goodesses, the several consorts of the god, etc. are 
| almost invariably absent, especially in the Tamil districts).? 
। 
| 


One of the earliest extant Sürya images of the South Indian 
variety satisfying the above generalizations belongs to the Parasur&me- , 

। évara temple at Gudimallam (near Renigunta in North Arcot). 
Dvadasadityas illustrated :—As regards the illustrations of the 
Dvada&adityas it may be remarked that separate images of these are 
| very rare ; ‘they are usually shown carved on the sides and top of 
detached frames (most probably set up behind the image of the Sun- 
god) or on the prabhiivali of the Sürya-image. The architectural 
frame in the Junagadh Museum shows two-armed figures of Surya 
carrying lotuses in separate niches, three on either side and five on the 


top (eleven in all), Barring the ceatral figure on the top, which is 
shown seated with Usa and Pratyusa on either side, all the other ten 
are shown standing and attended by other female companions. Four 
of the Navagrahas, probably Sukra and Sani and certainly Rahu and 
Ketu, are also placed onthe top. The eleven Adityas together with 
the missing central figure of Sürya would make up the requisite 
number," —D,H.I. p. 437. 
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Revanta:—Dr. Banerjea has also taken notice of another solar 
deity, Revanta, one of the sons of Sürya Whose worship in Eastern 
India seems to be of some significance (cf. "Tirthatattva' of Raghu- 
nandana). Puranas like the Kalika and the Markandeya and the Visnu- 


dharmottara along with the Br amhit& describe him and Dr. Baner- : 


jea has pointed out a remarkable illustration—the Ghatnagar 
(Dinajpur) black basalt image (now in the collection of Rajshahi 
Museum). It may be pointed out that the images of Revanta are 
often mistaken for those of Kalki and Sri Brindavana Bhattacharya 
rightly remarks; It is remarkable however, that the former differs from 
the latter by the clear representation of attendants such as dogs, 


musicians etc. 


Navagraha-illustrations: Dr. Banerjea observes that the extant 
Navagraha reliefs containing their separate and group representations 
often depict them in different manner. Stone slabs with the figures of 
these ‘grahas’ usually standing and rarely seated, were used as 
architectural pieces in medieval temples of ditferent parts of India. 
This medieval convention did undoubtedly serve as prophylactic 
measure for the safety of the the temples. In Indian sculpture the 
three illustrations as noticed by the learned Doctor are a late ‘Gupta 
fragmentary sandstone relief from Sarnath, (now exhibit No. 1536 in 
the Indian Museum) showing only four grahas which was eight-graha- 
composition—Ketu being a latter addition; the Kankandighi sculpture 
(now in Asutosh Museum, University of Calcutta) which, though a 
nine-figure comosition (having Ganesa in the beginning) is remarkable 
for the absence of Ketu and the twelve-spoked wheel—the Navagraha- 
cakra found in the ruins of Khiching where not only Ketu but also a 
central deity like Dhata or Vidhat also figure. 


Iconology behind the Sun and Navagraha images: We are familiar 
with the earlier Visnu as a solar deity in the Vedas. The later tradi- 


tion reversed the position and Stirya was reckoned as Visnuite image. 
Brindavan echoes this tradition When, he.says, 


representation of the sun resembles that of 
appearance and in many details, 
is one of the forms of Visn i, 
in his Rājasi mūrti [T 


‘Iconographically the 
ट Vasudeva in general 
It is noteworthy also that the Sun 
and probably the image of Sirya 
È 3 [The Anantasiyi and Balarama (Sesa) mürtis are, 
his Tamasi (full of Inertia, Sleep) and: Vasudeya, his Skttviki (full 
of intelligence) forms] or form of activity. The moving car, the 
military dress including the boots, the shooting rays, all indicate a 
great spiril of animation. I propose the following points of similarity 
between the images of Vasudeva and’ Sarya: 8 po 1 


CC-0. Gurukul Kangri Collection, Haridwar 


- 


| 
| 
| 


EN 0 comm 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


SAURA-PRATIMA-LAKSANA 335 
Sun: Visnu (Vasudeva) 
Prabhat Sarvasvati or Satyabhama 
Chaya Laksmi or Rukmini 
Kundi Brahma 
Danda Is 
Four hands Four hands 
Lotus-seat Lotus-seat 


Another point to be noted-is that the seven horses here represent 
physically the seven rays of the Sun “Vibgyor’’ (violet, etc). Aruna 
(literally meaning ‘red colour’), the charioteer, represents the crimson 
morning rays of the Sun’”.—I. I. p. 17-18. 

Similarly the development of Navagraha-images also presuppose 
an iconology resting with some of the principal gods of the pantheon 
who are supposed to preside over them as per the following tabulation 


of their affinity: 


1. Candra from Varuna raura fua au 

2. Mangala , Kārtikeya 'स्कन्दाधिदेवतं भौमम! 

3: Budha , Vigu  “नारायणाधिदेवं च विष्णुप्रत्यधिदवतम? 
4. Brhaspatüi  , Brahma “ब्रह्मा धिदेवम? 

5. Sukra »5 Sakra or Indra “ाक्राधिदेवतं ध्यायेत्‌? 

6. . Sani 5 Yama ध्यमाधिदेवतम्‌! 

7. Rabu » Serpent “सप प्रस्यधिदेवतम्‌? 

8. Ketu » like Mangala भोमवच तथा रूपं केतोः कार्ये विजानत 


Brindavan, therefore, concludes, *The attributes of water lilies 
etc. in the case of Candra as indicating his aquatic nature, 
those of Sakti etc, in the case of Mangala indicating his war- 
like character, those of Visnu, in the case of Budha ‘signifying 
his nature of intelligence, the symbols of Aksamala, book etc , in the 
case of Brhaspati indicating his nature of penance and meditation, 
those of treasure, etc., in the case of Sukra indicating his kingly nature 
and those of staff, etc., in the case of Sani indicating his destructive 
nature, and so on, have a special reference to the iconic development 
attempted above" — I. I. p. 33. 

Saura-ayatana—the Sun shrine: The Aparájita-praccha—vide Pr. 
Laks. p. 251, enjoins the placing of Soma and other gods in the follow- 
ing manner: On the east there should beSoma; on the south-east, 
Bh&uma; oa'the south Brhaspati; on the south-west, Rahu; on the west; 
Sukra; on the north-west, Ketu; on the north, Budha; and on the 
north-east Sani. F 

' Saura-pratibaras or the guardians or the _gate-keepers of the Suns 
shrine as given in the Bhavisya-purana in an esoteric manner may be 
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summarised thus: those at the first gate are called Dharma and Artha: 
at the second Garuda and Yama; at the third, Kubera and Vinayaka; 
and at the fourth Raivata and 91001, Raivata or Revanta as we know, 
is a son of Sürya, while Pindi is said to be Siva. 

Digpalas —Digpalas and Lokapilas are the same. They are eight 
in number corresponding to the eight quarters of the universe assigned 
to each of them for the guardianship. ‘They are: Indra, Agni, Yama, 
Nirrti, Varuna, Vayu, Kubera, and I$ana. Sri G.N. Rao remarks: “It 
might be noticed that all these deities held prominent positions in the 
Vedic period, long before, Visnu and Siva of the modern Trinity, be- | 
came supreme in Hindu Mythology; and thé former are now obliged to 
be content with the more modest situation of the guardianship of the f 
quarters of the universe. It, therefore, becomes necessary to trace the 
history of the degradation so to speak of these deities from the exaulted 
positions held by them during the Vedic times”. : : 

It may, however, be pointed out that this stereotyped number of 
eight is neither full nor uniform in far earlier texts like the Mahabha- 
"rata and the Manusmrti, where they are also addressed as Lokapalas. 
In the former source (VIII. 45-31 f.) it appears their number was at 
first four—Agni, Yama and Bhagvat Soma (cf. the conspicuous absence 
of Kubera in it) and Hopkins correctly observes that the grouping of 
Agni, Yama, Varuna and Indra ° seems older than when Kubera is 
substituted for Agni, (cf. Ramayana’s enumeration of these). 

Vedic—Barring Kubera and I§ana who may be regarded as lauki- 
ka devatas or folk-deities—vide Patafijali, the other six like Indra; Agni 

A and Vayu, etc. were all Vedic deities of considerable importance and 
eminent position. Agni, Indra and Vayu constituted the Vedic Trinity 
in the Rgveda. In the later Vedic texts like Atharva-veda this 

omission of 18619 and Kubera and substitution of Visnu and Brhaspati 
is significant; it only enumerates six digpalas, the adhipatis—Agni, 

Indra, Varuna, Soma, Visnu and Brhaspati. In the Krsna Yajurveda 
(T. Samhita V. 5-10) only six regents are mentioned, the names almost 
the same except here Visnu is substituted by Yama. The Gobhila 
Grhyasutra 2 however, furnishes a valuable background for the rise of 
pus PEE: as 2080000 in Jain mythology, There itis laid 
te ‘to be made E XS m ; 
| Pitaras (S. W), Varuna (W), कारवार (NW) eon s ias 

(N. E.), Vasuki (downwards) and Brahma (noi. a. : Br 

iUm ipo eed ahma (upwards in the sky). : 

DS iia ORE e MUST tradition of the Dikpalas, 

i Of four divine ty न mythology too we find a -group 

ae yi € beings associated with the principal quarters, and the 


| 
| 
| 


8 of a house that ten offerings are 
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Mm a 

OE arva king (east), Virtidhaka, the king of the 
Kumbbandas (south), Virüpaksa, the Naga monarch (west) and Vaŝira- 
vana, the Yaksa king (north). They are the Catur-Mah@rajas of some 
Buddhist texts, and Panini seems to have had them in his mind when 
he referred to their bhaktas in one of his sutras (cf. supra, p. 85). 

As regards the Jain tradition, a hint has already been made 
above. There are two traditions of Digambaras and Svetambaras 
in Jainism and accordingly there are two corresponding traditions 

f in ritual, mythology and iconography. While the former accept 

| the stereotyped list of eight, the latter follow Gobhila Grhyasütra's 

| ten, incorporating Brahma and Naga to be lords ofthe upper and 

| nether regions. 

| With this brief introduction, before their individual pratimalaksanas 
and illustrations are noticed, let us tabulate them collectively as per the 

Aparüjita-praccha's description of them—vide Pr. Laks. p. 254(ii). 

I 


Dikpala Vehicle attributes in hands quarter 
1. Indra gaja vara, vajra, anku$a & kundi E. 

i 2. Agni mesa » Sakti, mrnüla & kamandalu S. E. 

.3. Yama mahisa ‘lekhani, pustaka, kukkuta and danda S. 

4. Nirrti vanara khadga, khetaka, kartr & arimastaka S.W. 

| 5. Varuna makara, vara páóa, kamala, & kamandula W 

| 6. Vayu mrga vara, dhvaja, pataka & kamandalu N. W. 

7. Kubera gaja gadā, nidhi, bijapüra & kamandalu N. 

| 8. Iáana vrsa , tristla, nagendra & bijapiiraka N.E 

| Indra: One of the supreme Vedic gods meaning kindler, born 
wiihout a fellow ard as one without a rival, weilder of Vajra, 
encompassing the sky. and waters and reaching up to heaven, was 
the fixer of the earth and the luminaries and constituted the Vedic 
Trinity of Sürya and Agni. This isa modest picture of his position 
in the Vedas. The question whether he had any cult of his own is 

| not difficult to answer. He could not captivate the minds of the 

| upper class people in the later times, but the artisans and workers 

| did glorify him. There was a very old practice of adoring Indra 

| on a particular day of a month and carry a procession in his honour. 

| This is known as Sakradhvajotthana—the raising of the banner of 

| the lord Indra. The Samarangana echoes this tradition—vide its- 

chapter on this hoary institution. The Silppadigaram, a Tamil 

epic also describes this tradition. Another negative allusion to his 


s from the life and deeds of Krsna, who stopped his 


worship come 7 - s 
worship on earth. It was on this score that Indra had caused havoc 


in Gokula by sending down torrents of rain, and Krsna had to lift 
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upthe whole of the Govardhana mountain to save ee people. In 
the Puranas he was the leader of the gods in churning the ocean 
and got white elephant Airávata from it. In the Mahabharata he is 
said to be the father of Arjuna. He, as we have seen, is also classed 
as one of the twelve Adityas and now was relegated to this lot of 
being ore of the Dikpalas. One important thing about him is his 
prominence in Buddhist and Jain religious lore and the subsequent 
association in their iconographic representations. 

Avoiding details of the other texts quoted in Pr. Laks. p. 254-55, 
we may describe him in brief (cf. the S. S.). The accounts, as given 
in the Samarangana Sitradhara regarding these Digpalas, however, 
is very meagre. All the names are also not mentioned here. It 
describes (Ch. 77. 42-48) only Indra and Vaivasvata and Agni and 
the further text being corrupt, the other names are missing. In their 
places, sages like Dhanvantari and Bharadvaja and Prajapatis like 
Daksa etc. are only hinted at. Now without going into details, the god 
of gods, Indra, mythologically is the lord of Heaven and his friend the 
lord of Hell, Yama, the son of Vivasvan Stirya (Vaivasvat) should not 
be left out without some words on them incidently describing others 
as well. He is thousand-eyed, holding Vajra—the thunder-bolt, strong 
and poweaful. Dressed in forehead, a high didem (Kirita) and 
catching the club in his next hand, he should be represennted in white 


‘garments with a long thread hanging from shoulder to the waist. A 


particular specification given by the text is remarkable for his 
conception. He should be shown in royal splendour with his 
Purohita, the prime minister. Indra, the god of kings, is an emblem 
of royalty, himself being the king of gods. 

Illustrations: The earliest ones are to be found in Buddhist relief 
compositions of Gandhara and Mathura (cf. his basket-like head 
dress). Other notable illustrations may be cited from the stone reliefs 
in the Paharpur basement and Chidambaram stone. The latter is a 
fine south Indian example of the four-armed figure of Indra seated 
astride on the back of the elephant. 

Agni—was also an important deity in the Vedas and with Indra 
and Strya, formed the triad of that Period. He is accredited with 


"triple existence, as fire on earth, as lightning in the atmosphere and 


as the sun in the sky. The Vedic description gives him two heads, 
four horns, three feet and seven arms. Later on he was identified 
with Rudra and Siva and is, therefore, considered to be the father 
of Kartikeya, The most detailed description of Agni from the 
iconogropher's point of view comes from the Visnudharmottara—vide 
Pr, Laks, p.256,in which he is bearded, fourarmed, four-tusked, 
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three-eyed, riding a chariot with smoke standard drawn by four 
parrots and driven by the wind, having his consort Sváhà on his left 
lap, holding flames, trident, rosary in his hands. The Agamas, on 
the other hand charactersise him as having four arms, three eyes 
red jatas, with the front hands showing varada and abhaya, the 
back ones holding sruk and Sakti. The Puragas like Agni and 
Matsya give Agni, a goat as his vehicle. The A gamas on the other 
hand provide him ram for his vehicle. His colour is described different- 
ly in different texts—red, molten gold, or yellow. 


As regards his illustrations Rao has given two reproductions 
one from the Siva temple at Kandiyur in Travancore and the 
other from Siva temple at Chidambaram. It is almost similar to the 
first except that instead of the faces being those of goats as in the 
first figure, they are human in this case and a bull (not a ram as 
required by the Agamas) is his vehicle 


Yama.—is the son of Vivasvat and Saranyu, the daughter of Tvastr, 
with a twin sister named Yami, whose incestuous offer of Marriage 
was rightly resisted by Yama, He was the first man who died, 
reached the other world and showed the path to that world. Rao 
says that he is nowhere in that Vedic period represented as a punisher 
of sins. In the later days he is also known as Dharmaraja. He is 
said to be the father of Dharma, the eldest of the five Pandavas, 
He is very elaborately described in the V. D. in which “the four- 
armed god is seated on a buffalo with his consort Dhumrorna on 
his left lap, his right. hands holding a staff and a sword and the 
left ones a trident with flames and a rosary, a furnace with flames 
issuing from it being shown on the top of the staff (it might thus 
stand for a khatvanga); Citragupta dressed as a Northerner 
(udicyave$a) holding a pen and a leaf in his hands on his right 
and the fierce looking Kala (Time, the destroyer) holding a noose in 
his hand on his left, are his characteristic attendants reminding us of 
the companions of Sürya, Kundi or Pingala and Dandi. According to 
the S. S. he is represented glowing with lustre akin to that of his father 
the Sun, Heshould wear gold-ornaments and be shown in yellow gare- 
ments having a hallow like that of the moon. Sculpture No. 39 on the 
south: basement wall of the Paharpur temple has been identified by 


Dikshit. as. Yama. 

Nirrti—the lord of the south-west, is a Vedic deity like Yama 
and Indra and he is regarded there as a god of evil which fact is 
kept in tact in the Puranic tradition in a bit modified form—vide the 
V. D’s: description of Virüpaksa and characterising Nirrti as his wife— 
Kala.(Time), is. Virüpaksa and Mrtyu (death) is Nirrti.. His illustr. ^ 
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tions are very rare, one hailing from Ahobilam as reproduced by Rao 
is very interesting. Here this dikpala is. riding ori the shoulders of a man, 
Another illustration as given by Dr. Banerjea is a relief in the collection 
of Rajshai Museum where too he is narav&hana. Rao has given another 
illustration from Chidambaram. 

Varuna—is characterised by his famous noose (pa$a). As regards 
his vechicle, according to the B. S. it is a goose; according to 
the Agni, it is a crocodile, while the Matsya makes it a deer. 
The V. D. also includes the flgures of Ganga and Yamuna on 
their respective mounts to be shown on the right and the left in the 
image of Varuna, himself riding a chariot drawn by Seven swans, 
who stand for the seven seas, in accordance with his conception as 
the lord of Waters. A beautiful figure of Varuna which is a side-piece 
of the Rajarani temple at BhuvaneSvara, may be illustrated here. 


Vayu—should be a youthful person of powerful constitution, of 
black colour and possessing two or four arms. His eyes must be of 
red'colour and his garments, white. He should have a wavy-curved 
brow and be adorned with all ornaments. In his right hand it is 
stated, there should be a dhvaja (banner) and in the left a danda. 
Itmight also mean that the right hand should, be held in the 
pataka-hasta pose. Some authorities prescribe the aüku$a in the 
right hand of this deity. His hair should be dishevelled and he may 
be seated either on a simh&sana or on a deer; the latter is more often 
met with in sculpture as the vehicle of Vayu. He should also appear 
tobeina haste to move very quickly. The Visnudharmottara states 
that the colour both of the body and of the garment of Vayu should 
be sky-biue and that he should carry in his hands the cakra and the 
dhvaja, Vayu should have his mouth open. To his left should be seated 
his consort. Dr. Banerjea says that in early medieval temples of promi- 
nent cult-gods, Vayu, shown as riding on a stag and holding a flag in his 
hand, occupies his allotted corner in the outer side of the structure. 


... Kubera—literally means a person with déformed body. ‘The story 
of Kubera is differently told in the Ramayana and the Varahapurana 


In the Buddhist and Jain literature and mythology. the association 


of Kubera is a common feature. In the former accounts he is also the 


lord of Yaksas (this is also the Hindu tradition) and is. the husband of 
Hariti. He has also the name of VaiSravana and Jambh&la. Kubera 
asa Vyantara-devata has been fully noticed by the learned author of 
the D.H.I. (c£. Chapter IX). Kubera’s conception goes back to the 
Atharya Veda. Pitafijali’s Mah&bhasya also alludes to him many a time. - 
As regards his pratimü-laksana he is usually two-armed, holding a 
club or mace in one of his hands, accompanied by two. nidhis—Sa2kha 
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and Padma and has either a nara (not ordinary mortal man but 
some mythical anthropomorphic type) or a lamb for his 
mount. The V. D. describes him also as apicyaveSa and kavaci 
with four hands carrying not only the weapons like shieid 
and mace but also a jewel and a pot. His fangs and moustoche 
and his consort Rddhi seated on his left lap are other traits according 
to this text. According to the Agamas (the Améu) the two nidhis Sankha 
and Padma are to be Shown intheform of two personified spirits 
भूताकारं मद्दोद्रम्‌ and therefore the Suprabheda is justified in describing 
Kubera with terrific features. The Silparatna truely characterises him 
as a friend of Hara, riding a chariot drawn by men etc. and accom- 
panied by asta nidhis and Guhyakas on all sides. The. R. M makes 
him ride on elephant also. This brings us to his representation in Indian 
sculpture, especially the Kubera and Hariti compositions of the Hellenis- 
tic art of Gandhara where these traits are illustrated. In the medieval 
and later medieval representations—vide the famous temples, this pot- 
bellied god is shown sqeezing’ the neek of a mangoose vomitting jewels. 

I$ana—is the eighth Dikpala. He is Siva and the V. D. describes 
him as Gauri$vara who is no other than Siva and as Dr. Banerjea rightly 
remarks that it is curious that this conjoint aspect of Siva and Uma 
should stand for one of the Dikpalas. 

The Agvins: lastly a word on A$vanidevate may also be said here. 
It is curious to note that though the sculptures of these twin-gods 
are not found in extant monuments, they have found a place in the 
Pratima-laksana of the Samarangana. A number of Agamas also 
contain the accounts of the figures of ASvins. 

The origin of these gods is not a matter of settled opinion as 
different versions found in different sources attribute different origins. 
Etymologically (cf. Nirukta of Yaska) they are so called because they 
pervade everywhere. Sri Rao says: “Who these gods were the 
commentators of the Vedas are not able to answer. Some say these 
were personifications of heaven and earth, others of day and night 
and yet others, of the sun and moon.” One thing, however, is certain 
that they are regarded as physician-gods and are possessed of wonderful 
therapeutic power. The Paur&nic accounts are also dissimilar. Among 
them, according to those of the Varahapurana, these gods were born 
of Sürya and Samjna as a Stallion and Chaya respectively. 

Now as regards the details of their figures, it is enjoined by the 
text (Samara@ngana :Sutradhara) that both- should match each other. 
They should be shown wearing garlands of white flowers and be dressed 
in gold ornaments. 
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CHAPTER VII 
OTHER MISCELLANEOUS IMAGES 


YAKSA-VIDYADHARA-VASU-MARUDAGANA-PITRGANA 
MUNIGANA (RSIS) AND BHAKTAS ETC, 


It may benoted that almost all these are described by Rao under a’ 


general head ‘Demi-gods’. I would however prefer to ‘Demi-gods and 
Demons’. Accordingly in continuation with gods, the demi-gods and 
demons must also be taken into consideration. Among the Demi-gods, 
Sri Rao (E. H. I. p. 549) includes :— 


1. Vasus 6.. 7168०85 

2. Nagadeva and Nagas 7. Vetilas 

3. Sadhyas 8. Pitrs 
.4. Asuras 9. Rsis and Munis 
5. Apsarasas 10. Gandharvas and 


11, Marudganas. 


But Nos. 4,6 and 7 should, in my opinion, be treated not as demi- 
gods but demons. Mythological and historical accounts both corro- 
borate their antagonism to the gods and, therefore, anti-devas can not 
be the minor forms of the devas. These demi-gods, the Vaksas and 
Kinnaras and Apsarasas have furnished very fascinating motifs to 
sculpture and more Particularly to painting in India from very remote 
times. No ancient monuments, whether they are cave-temples like 
those of Ajanta or devotional temples like ancient and medieval 
temples, scattered throughout the length and breadth of this country 
are without the figures of these celestial beings, 
Panions of gods. 

Indian artist is su 
good deal of desc 


the most pleasant com- 
The exhibition of this tendency on the part of the 


ription to demi-gods and their antis—the demons. 


_ Though the descriptions of these demi-gods and demons as found - 


the special contribution of this text 


in the text are not very copious, 
is the prescription of their relat 


: ive size in sculptures and paintings. 
It lays down the following sizes in p anc paint 


descending order: 


E Dēnaas | Gandharvas 
Daityas Pannagas or Nagas 
Yaksas Raksasas, 
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N. B. (i) As regards the Vidyadharas, they should be smaller 
than Yaksas. 


(ii) The Bhüta-ganas, however, should be shown superior to 
7168285 (or Raksasas) in every respect—fatter and more cruel. 


As regards their dresses, ornaments and other emblems, the text 
lays down that PiSacas and Bhütas should be represented rohita 
(of red colour) ugly and red-eyed. They should be shown in a variety 
of forms in unmatched dresses and ornaments, serpents hanging over 
their heads, and of terrible appearances. They should be represented 
dwarfish in size with a good number of weapons. A further direction 
is that they should -be shown wearing sacred threads and with their 
armours and S&tikas on, Another rule is that they should be given a 
didem (kirita) on their heads. In the last it lays down a general recom- 
mendation that a skilled sculptor or painter should bestow the dress, the 
ornaments, the emblems, the weapons, etc., according to the particular 
conception in which they are held in the sculptures (S. S. 77. 61-62), 


Yaksas: With this general introduction from the iconographer's 
standpoint to these demi-gods and demons there is still a good deal of 
scope for their individual delineations. Before we do so by taking 
them one by one, we have to say something first on Yaksas, an impor- 
tant class of demi-gods or what the Jains would call them, the 
Vyantara-devatas. This omission in,the above list has to be accounted 
for. seas | 

It is really strange that in early sculpture, the Yaksas are the 
most prominent and conspicuous figures. Their exuberance in Indian 
art is indicative of their popularity among the people. Like Dikpalas 
they form an integral element in all the three branches of Indian 
Iconography—Brahmana, Baudha and Jaina. All the ancient Buddhist 
sites and Hindu temple-sites are fully represented with their pictures. 
With this predominance of Yaksa:sculpture in monuments, their 
insignificance in the manuals is a bit disturbing. This is what Dr. 
Banerjea also laments: ‘It is a fact however that iconographic texts 
systematised at a comparatively late date seldom contain any. explicit 
description of the Yaksa images. T. A. 6. Rao has collected several 
texts descriptive of such iconographic types as Vasus, Nagas (Nagar 
deva), Sādhyās, Asuras, Apsarasas, Pi8acas, Vetalas etc, from voe 
sources, but no mention of the Yaksa type is made by him (op. ex Va 
II Appendix B, Pratimalaksanani, pp. 271-797". aer 

There are however two texts, the Minasara—vide Pr.Laks. p. 262 
and Hemadri's Caturvarga-cintámani which do describe them how- 
soever in an insignificant manner. But before -we take up their i 
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graphy, it is required to account for this conspicuous absence. Yaksas 
according to our early tradition going back to the age of Atharvaveda 
were 'Itarajanüh' or *Punyajanah'. Dr. Banerjex observes that ‘the 
association of the Yaksas and their king Kubera with riches (he jg 
also called Dhanapati, Nidhipati) and one of their principal appela- 
tions, Guhyakas, mainly indicative of concealment may also be traced 
to the Atharvavdea.’ References in post-Vedic literature (cf. Patafijali's 
Mahabhasya etc.) and the early Buddhist and Jain literature to Yaksas 
simply abound. All these copious references may be purviewed in 
Dr. Coomaraswamy’s work 'Yaksas. The Mahābhārata alludes to 
their shrines as well. In all these sources, Yaksas are nothing better 
than the folk-deities. Naturally with the rise of the institutions of 
worship of the gods and goddesses, prominance and recognition could 
be afforded only to those whose glorification was sublime, acts 
marvellous, deeds lofty, iconology edifying and who belonged to the 
higher strata of their own, That is why they are neglected in the 
iconographical texts, their main aim being the description of culte 
deities. The Yaksas were not cult-deities in the sense we could give 
them this honour. They were folk-deities, worshipped, adorned and 
admired by the primitive dwellers of the land and in the aristocratic 
Bhakti-cults of the Aryans, they could not have been better placed. 
Jainism and Buddhism, the two religious upsurges of India, rose on 
the backing of the common, unsophisticated people and therefore the 


glorification of Yaksas in their religious lore and iconography was a 
natural corrolary. 

Now coming to their Pratima-laksana—vide ibid, according to the 
Manasara they assume a purely human appearance and are adorned 
With the crown by the name of Karanda. They are also stated here 
as chowry-bearers of other gods which fact is fully represented in 
Buddhist and Jain iconographical representations. They possess dark, 
blue and yellow complexions and benevolent disposition. According 
to Hemadri on the other hand, (who bases the characterisation of 
the Yaksas on the basis of the Mayasamgraha), the Yaksas should be 
made tundila —pot-bellied, two-armed, holding nidhis m their hands 
(cf. their historical association with Kubera, the Lord of riches and 
the treasurer of gods or the God Siva) and be shown fierce (due to) 
drunkenness, their lord Vai§ravana should hold a club in his hand.’ 
Itisvery interesting that Hemadri also mentions in this connection; 
the names of Yaksas as Siddhürtha, Manibhadra etc, etc. along with 
their: king; Dhanadhipa Kubera. The ‘tundila’ aspect of te represen 
tation of Yaksas is fully borne out by their abundant illustrations: 
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in Indian sculpture. Another aspects in which the Manasara’s 
prescriptions apply are the headgear and the consequent embelish- 
ment of other parts of the body and they re also profusely illustrated. 
There is yet another trait of Yaksa-representation in Indian sculpture, 
the association of trees which is also significant from the standpoint of 
primitive culture in which tree-worship was in great vogue and later 
on this primitive trait was not only associated with Yaksas and their 
worship but also got transformed into the tradition of Sthala- Vrksas, 
as associated with many higher cult-deities like Siva or Visnu. As 
regards their illustration, they are too numerous to be done justice 
here. This is Dr. Banerjea’s speciality and I do not want to encroach 
upon the learned Doctor’s domain. The reader is referred to read 
D.H.I. Chapter IX. 


Vidyadharas, Gandharvas and Apsarasas—will go together. Accord» 
ing to the Manasira-—ibid, and like Yaksas, Vidyadharas also assume a 
purely human appearance and are <dorned with Karanda and their 
colour is stated to be dark, red and yellow. They are a kind ot fairies 
possessed of magical powers. There is yet another trait, left out so far 
and filled up by this very text and the V. D., as associated with the 
Vidy&dharas. It isthe flying mode The former—vide Pr. Laks. 
p. 262 “पुरतः पृष्ठपादों च’ etc. three lines—gives here this flying posture 
and Dr. Banerjea’s commentary on the first line is worth reproducing: 
‘The first Jine most probably describes the flying pose in a very 
characteristic way ; it means ‘with plough-share like legs (shown) in 
front of the back’. This appears tobe a very significant mode of 
describing the flying posture which is depicted in. the late Gupta and 
medieaval reliefs by the legs flexed backwards near the knees, the feet 
resembling the handle of the plough, and the knees, the metal plough- 
share it-elf? As regards the latter text 1.७, the V. D. the flying couples 
of the Vidyadharas are made to carry swords in their hands: 
रद्रप्रमाणाः कतंव्यास्तथा बिद्याधराः dU | 
सपत्नीकाश्च ते कार्या माल्यालड्रारधारिणः ॥ 
खड्डहस्ताश्‍च ते कार्या गगने वार्थवा gä | 
hese with flying mode as is usually adopted 
aring and flower-throwing atten- 
] cult-deity as illustrated in the 
Sanchi, Amaravati etc. and the 
r Bhuvaneáwara in Orissa, 
the first are hybrid in 
th wings attached to ’ 
while the second. are F- 


It may be remarked here that t 
in the representation of the garland-be 
dants or accessories of the principa 
early Buddhist monuments 0 Bharhut, 
jain caves of Udaigiri and Khandagiri, nea 
are usually divided into two main groups: © 
appearance (their upper half bearing human wi 
the shoulders, their lower one bearing bird-like), 
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entirely human even without the appendage of RP According to 
iconographic terminology says Dr. Banerjea, ‘ he former are the 
Gandharvas, the latter being Vidyadharas’. 

This classification is based on. a wrong interpretation of the 
Manasara text by the learned author cf. his D.H.I. p. 351-52. The 
last four lines in the Malini metre—vide Pr. Laks. p. 262 under 
'यत्तृ विद्याधराः? are really the description of the Kinnaras and not of 
Gandharvas as Dr. Banerjea understands. Further, contrary to the 
learned Doctor's observation (cf. ‘But the Manasdra does not seem to 
distinguish between the two’—p. 352.) both these do differ—the Gan- 
dharvas are like Yaksas and Vidyadharas take entirely human appea- 
rance while the Kinnaras are characterised by the hybridity as just 
pointed out and so they are surely distinguished by the Mānasāra. 
Here Dr. Acharya, the autnority on the Manasara also agrees with me— 
vide ‘Hindu Architecture in India and abroad’—p. 148. ‘The descrip- 
tion of the Kinnaras is contained in a Malini stanza at the end of this 
Chapter.’ (After Yaksas, Vidyadharas and Gandharvas are described— 
writer.) ‘The legs are like those of an animal, the upper part of the 
body is that of a man, the face is like that of Garuda (the bird of Visnu), 
and the arms are provided with wings. He is adorned with a diadem 
and red lotus, has the beautiful hue of a flower, and holds a lute (Vina). 
These are the characteristic features of the Kinnaras’. It may be 
noticed that the body of the Kinnara as a combination of the bodies of 
a man, an animal and a bird rightly gives the idea of hybridity as 
associated with above mentioned sculptures of the renowned sites. 
The association of Vinas and other musical instruments perhaps gave 
the impression to many a scholar to class them Gandharvas. This: 
contention of mine is also supported by the description of Gandharvas 
as given in Mayasamgraha quoted by Dr. Banerjea himself—ibid p.352, 
and the learned Docotor rightly says “The Mayasamgraha does not at 
all refer to the hybrid form of the Gandharvas (Kinnaras are not 
described here), but gives a general idea about them in this way : "The 
Gandharva, handsome in apperance, should be made as conferring 
boon on his devotees, Wearing a crown and ear-ornaments, holding a. 
club, End engaged in playing on alyer? Thus the general description 
of Yaksas, Vidyadharas according to this text is applicable to Gan- 
dharvas also who are celestial choirs and celebrated as musicians 
—vide The Manasara which says : 

'देवस्यानुचरा, यक्षा विद्याधराश्च भारगाः | 
bei: गीतवीणाविधानेश्‍्च गन्धर्वाश्वेति कथ्यते | 


Yaksas are -attendants of the devas Which fact is an important 
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corroboration in the monuments, but what is the implication of 
Vidyadharas as weight-lifters or load-bearers? The association of 
music—vocal and instrumental (Viņā stands for the latter) with the 
| Gandharvas is also borne out fact. 


Further Rao Gopinath also has something to add and he observes 
on Gandharvas: ‘In the Atharvaveda they are said to be a class of gods, 
hairy, like monkeys or dogs; they assume at will handsome appearances 
to seduce the females of this earth. Therefore they are invoked so 
i that they may not indulge in this sort of wrong act but live with 

their own wives. The Gandharvas are believed to be deities who know 

the secrets of the divine truths and reveal them to the world. As we 
| have already seen they are included in the class of Pafichajanas and 
| Sayana:links them with Apsarasas: according to him they are the 
| males ofa class of divine beings whose females were the Apsarasas. 
In the Atharvana Veda, the Gandharvas are said to be 6333 in 
number.’ 


Gandharvas again represent the modern free lovers and one of 
| the eight system of marriage is the Gandharva system, where the 
| alliance is not a religious sacrament, but a sort of contract which 
lasts till both the parties agree. Now as regards the Apsarasas they 
are so called because they are said to have sprung from the waters 
when the ocean was churned for obtaining ambrotia (amrta). They are 
believed to be celestial nymphs with no one as their particular 
husbands and that they were courting human heroes as they ascended 
the heaven. Theapsarasas are said to be seven in number and the 
names of the most important of these are given as Rambha, Vipul, 
| Urva$i and Tilottamā. o 


। Insculpturing the images of the Apsarasas they should 0८ 
। represented as having slender waists, large gluteals and well developed 
busts. They should all look very pretty with a smiling countenance 
and adorned with all ornaments and draped in silk garments. They 
must be standing erect (samabhanga) on bhadra-pithas. Thus these 
two divine beings called Gandharvas and Apsarasas go together whose 
king is Citraratha who is invarilbly mentioned so in both the epics. 


As regards their ‘illustration something has already been said- 


above. More should be seen in Dr. Banerjea’s work, the D.H. | - 


Nagas—(i) History: After these four celestials are taken into. 


lands where Nagas and 
let us now turn towards the nether: £ 
Seat पल The exuberance of Nagas 


Naginls are believed to have been residing. l x 9 A 
and.Naginis in Indian art is a proof of the wide prevalence ofthe — 
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The practice of adoration of the serpent 18 


snake-cult in India. 
some Vedic association also 


very primitive in India and it has 
(cf. Rgvedic Ahirbndhuya). In the later Vedas especially in the 
Atharva, various snake-gods are mentioned and they are mentioned 
in association with Gandharvas, Apsarasas, and the Punyajanah, the 
Yaksas etc.—(VIII. 8. 15). Their names like TiraScirdja are also 
mentioned. Epic Tarksya and Dhrtarastra (the Nagaraja of later 
Brahmanical and Buddhist texts) are also mentioned. In Grhyasütras 
‘Sarpabalı is one of the many house-hold rites and its performance 
as an annual rite—prolonged for no less a period than the four months 
of the rains, is reminiscent of the popular Naga-worhsip in many 
parts of India and Dr Banerj-a observes: ‘The custom of worshipping 
the Astandgas (Vasuki, Taks.ka, Sesa, Ananta and oihers) and the 
snake-goddess Manasa during the rains and especially on the Niga- 
paficami day (usually falling in the month of Sravana) even now 
current in Bengal seems to be the popular counter-part of the Sarpabali 
of the Grhyasttras.’ 


As hinted before that the references in the early Buddhist and 
Jain religious texts also support the wide prevalence of the Naga-cult. 
In Cullabagga (V. 6) four tribes of serpent-kings are mentioned. 
Various Naga-chiefs like Muca (i) linda, Kaliya etc. are said to have 
paid respects to the Buddha on different occasions and many early 
reliefs illustrate these themes. The Nagas are believed to have been 
born on the Pafícami tithi of the bright half of the Sravana and the 
whole of India offers Püj& to the Nagas on the day—the Nügpaficami. 
In the Mahabharata and the Varahapurana, different accounts of 
their origin are given along with an account of Krsna’s encounter 
with Naga Kaliya of the Mathura region and the victory over and 
severe chastisement of the serpent-chief, the inner significance (as 
painted out by Dr. Banerjea) of the whole story being the suppression 
of the primitive Nàga-cult by the newer and more Soro accepted 
Kysna-cult of the Mathura region. As regards their association 
with the Buddhist fold Rao says, ‘In historical times, portions of 
India were inhabited by a race of men who went by the ams of the 
Nagas and they are said to have formed the majority of persons who 
joined the newly started Buddhist religion.’ It was why a candidate 
for admission to the Buddhist order was often asked whether he was 
a Naga or not (Crunwedel ‘Buddhist Art’ p.44), It may be (obserbes 
Dr. Banerjea p. 347) presumed that the question was put to ascertain 
whether the particular person was Primarily an adherent of the Naga 
cult or not,’ Incidentally an important reference to Nagas (so far not 
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pointed out by these savants) is their craftsmanship in the art of 
Architecture and Sculpture (cf. ‘Naga style of Indian architecture’ 
in the writer's ‘Hindu Prasada’ p.95 and Hindu Science of Architecture 
Vol. I Section Temple-architecture—the Origin etc.). 


(ii) Iconography: There are as many as six sources from where we 
can reconstruct the iconography of the Nagas. In the Mayasamgraha 
Pr. Laks, p. 263-64, where after describing the characteristic colours 
and other peculiarities of the famous Nagas like Taksaka, Karkotaka 
Padma, Mahapadma, Sankhapala and Kulika, the text gives CT 
of the common traits of the iconographic type like two tongues and 
arms, seven hoods with jewels on their heads holding rosary of beads 
in their hands and endowed with curling tails. Their wives and children 
are said to bear either one or three hoods. 


In the AmSumadbhedagama—ibid, the description seems to apply 
to Nagadeva and not Nagas in general. The image of this deity is 
endowed with three eyes, four arms, beautiful countenance, red colour 
karanda-mukata, padmapitha seat, abhaya and varada poses, a five- 
headed cobra over the head of Nagraja—all these attributes simply port- 
ray him a deity rather provide for us to determine the iconography of 
the Naga type as is illustrated in Indian sculptures. Similar is the case 
with the description as given in the V. D. (Book. III ch. 65 verses 
3-8) where Naga Ananta, an incarnation of the Lord Visnu 
(cf. Satkarsana or Balarama) is in the mind of Puranakara,—vide 
the following traits: four-armed, endowed with many hoods, with 
the beautiful earth goddess standing on the central hood; in the 
right hands of the god are to be placed a lotus and a pestle, while his 
left hands should hold a ploughshare and a conch-shell—these attributes 
on the hands supports the above mentioned remark. 


Thelast laksana from the Silpratna ibid p. 264 (iii) however 
helps us to a great extent to determine the textual iconography of 


the Nagas as we find them represented in the art. Here ‘the Nagas | * 


are human in shape from the nevel upwards, their lower part being 
serpentine in form; they have encircling hoods on their heads; the 
hoods may be one, three, five, seven or nine; they should have two 
tounges and should hold a sword or shiled in their (two) hands.’ 


Of the two earliest figures of the Nagaraia found in the Bharhut 
railings, that of Elapatra on the Prasenjit pillar satisfies the description 
of Ananta (see details in Banerjea's). These as well as similar other 
figures in the early Buddhist art of Central India, Gandhara and 
Amaravati represent Nagas in a peculiar way making obesience to the 
Lord (the Buddha) and as if hiding their hybridity. This is the Buddhist 
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way of representing them. But the Naga-images found in the Mathura 
region as well as that of Dadhikarna Naga in Dot Museum and 
one hailing from Chargaon are real cult-objects and belong to the 
early Christian era, in the last of which the duel nature of Nagadeva 
(ie where the seven hoods are *part of a complete serpent whose coils 
are plainly visible both at the front and the back of the sculpture’) is 
characteristic again of the modified representation of Baladeva cf, 
the implication in the V. D's laksana of Nagaraja Ananta, 
Further—vide a general observation of Dr. Banerjea— 
“Most of the Naga and Nagini figures of the Gupta and later 
periods are shown in the role of accessories to the higher cult-gods, 
especially, Visnu. Their. hybrid iconographic type is retained; but 
when the figures of Adi, Sega or Ananta Naga are shown asso mary 
seats or couches of Visnu seated or lying down, they are usually repre- 
sented their original form of huge polycephalous snakes with 
many coils. Sesa Naga or his consort in the Varaha reliefs are shown, 
however, according to the conventional hybrid form, their upper part 
being human and lower serpentine. But shown singly, the Naga 
appears as a human being with snake hoods attached behind his 
head.’ This motif is beautifully represented in khiching. 


Vasus—are another class of demi-gods, who form an important com- 
position of 33 gods in the Rgveda—8 Vasus, 11 Rudras, 12 Adityas 
and Heaven and Earth. Their origin is discussed at length in the Sri 
Bhiigavata ‘that in the sixth Manvantara, Daksa had by his wife 
Asikni sixty daughters. He married them to Prajapatis. Dharma 
obtained ten daughters of Daksa, of whom one, Vasu begot the 
eight Vasus’. 


The names of eight Vasus along with their characteristic attributes 
of hands may be seen, in the following tabulation (reproduced from 
Rio's). ‘The general features of the images of the Vasus are that they 

_ should have each two arms, two eyes, and be of red colour; they should 
be clad in yellow garments and be adorned with karanda-makutas. 


| 
| 
| 
| 


They should have side tusks, terrific look, sinuous brows and fine hair. ' 


As in the case of all other images these should also be adorned with all ` 
ornaments. They may either be seated or standing and should be 
carrying in their hands the khadga and the khetaka respectively. 
The Suprabhedagama: among. ‘the: Saivigamas, and the Viévakarma- 
Sastra agree in stating that the colour of the Vasus is golden yellow 
andi the latter prescribes beautifully embroidered red garments for the 
iniagesí ofi ‘these demi-gods. The Viévakarma-éastra ‘gives detailed ५ 
descriptions of each one ‘ofthe Vasus.- According to this authority . 
the:images of the Vagus. ought to ‘possess: foyr arms, Ini the following 2 
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351 
table are given the various articles carried in their hands by eight 
Vasus:' 

Vasus Ri, H 
Name Front H: ec Pd 2E s 
1. Dhara Padma Aksamala Hala Sakti 
2. Dhruva Kamalaksamala Cakra Kamandalu ,, 
3. Soma Padma : A rosary of pearls काक 
4. Apa Hala Sakti 5 is 
5. Anila Anku$a Aksamala Sakti Upavita 
6. Anala Aksamala Sruva Kapila Sakti 
7. Pratyusa Khadga Ankuéa Khetaka a 
8. Prabhāsa Daņda Kapala 87 1062 


32 


N. B. Notice the fact that the back left hand has uniformly the 
Sakti, which has been made the inseparable concomitant of the Vasus. 


Asuras: ‘The Asuras and Raksasas are very old demi-gods. 
They are often mentioned in the Vedic period. The Nirukta says 
that the word Asura implies a cloud that sprinkles water. The dark 
mass of cloud was evidently personified into a wicked being which 
required to be chastened by Indra to pour down rain. The Asuras are 
included in the Paficajana which, according to the Nirukta was 
composed of the Gandharvas, the Pitrs, the Devas, the Asuras and 
the Raksasas; but Sayana enumerates them as the gods, men, serpents, 
Gandharvas including the Apsarasas and the Pitrs. From the 
Taittiriyasamhita we learn that the earth once belonged to the asuras 
and the gods had only a very small place on it. The gods asked the 
asuras for more upon which the asuras desired to know how much of 
the land they would require. The Devas replied “as much as this 
she-jackal can go round in three steps". The asuras cons:nted to 
grant this request of the Devas and Indra as umed for the occasion 


- the forn of a she-jackal and stepped round the whole of the earth in 


three strides’. There isa very interesting account in the Satapatha 
£, 5 
how gods became distinguished from and superior to asuras (see Rao's). 


Pisacas, Vetalas and Bhutas etc.—are already taken notice of, 
cf. introduction to his chapter. 


-Marut-ganas:—'In the vedic period the Maruts are said variously A 
be the children of the earth under the name of Prióni and pede E 
as children of the ocean: they are said to behave like sons to a. 


Rudra and 011601 are said to have begotten these in their assumed quss 
to Indra and wi 


m against Vrtcdsura. Only in a very 


E 


their help strengthened hi 
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instances they are described as having abandoned Indra and left him 
to kill Vritra single-handed. The Maruts are the gods of the tempest 
and as such are sometimes included in the thirty three gods and some- | 
times counted as outside this number ; in some places they are said | 
to be thrice sixty and in others as only twenty-seven in number. They 
were the favourite deities of some rsis who have sung high praises 
about them. In these they are extolled as having spears resting upon 
their shoulders wearing anklets, golden ornaments and helmets, seated 
upon resplendent cars drawn by spotted dear and carrying light in 
their hands; they are ever engaged in gathering rain clouds and i 
compelling them to discharge their contents. Divested ofthe poetic 
element and viewed in the ordinary sense, the Maruts are gusts of 
wind personified ; they are as fleet as deer and are really ever busy in 
gathering rain-clouds and helping Indra, the god of the atmosphere’. 


‘The Améumadbhedagama contains a description of the images of 
these Maruts. They should all be of handsome looks, dark in comple- 
xion, and possessing two arms, and standing upon padmapithas. 
They should be draped in white silk garments, adorned with’ all 
ornaments and flowers and should have luxuriantly growing hair on 
their heads’. 


Sadhyas:—‘According to the Nirkuta the word Sadhya means a 
ray of light. The gods who abide in the sky and absorb water and 
other liquids are said to be the Sadhyas. They are said to be adorable 
even by the gods. The Sadhyas are twelve in number and are named, 
according to the Agnipurana, Mina, Manta, Prana, Nara, Apana, 
Viryavan, Vinirbhaya, Naya, Daméa, Narayana, Vrsa and Prabhi. 
These are said to be the sons of Dharma and were great souls 
(mahatmas). The images of Sadhyas should be represented as seated 

d upon Padm@sanas and as carrying in their hands the aksahmala and 
the kamandalu.’ 


Pitrs:—‘Hiranyagarbha Manu had Marichi and other sons; the 
sons of these latter are know as the Pitrs or Pitr-ganas. Mention is 
made of seven such ganas and they are as follows: 

| (a) Vir&t's sons were the Pitrs of the Sddhyas and were called the 
b Somasad. 

| (b) Marichi’s sons, those of the Devatüs and were called the 
n Agnisvatta. . 

m ' (c) Atri’s sons, those of the Daityas, Danavas, Yaksas, Gandhar- 
| vas, Uragas and the Rakshasas and were called the Barhigad. 
(d) Kavi's (Sukracharya’s) sons those, of the Bhrahmanas and 

were called the Somapa. 
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(e) Angiras’ sons, those of Ksatriyas and were called the 
Havirbhuja. 

(£) Pulastya’s sons, those of the VaiSyag and were called the 
Ajyapa, and 

(g) Vagis'ha’s sons, those of the Südras and were called the 
Sukalins’. 


In giving the description of the Pitrs, the agamas state that 
they are three in number and that they must be seated either on the 
same wooden seat or on a bhadra-pitha; the three pitrs are the father, 
the grandfather and the great grandfather. These must be sculp- 
tured as old but good looking and strong people of yellow colour, 
draped in yellow garments and wearing each an yajnopavita. On 
their head must be the keSabandha and they should be adorned with 
all ornaments: their body should be smeared with ashes (bhasma). 
They should have nice teeth and have with them a walking stick and 
an umbrella. The pitrs should have only two arms of which the left 
one should be kept stretched out on the knee of the bent left leg; the 
right hand should be held in süci-hasta pose. The Visnudharmottara 
states that the pitrs should be seated upon kuéasana (mat made of 
kuģa or on spread out ku$a grass) and that they should carry the 
pindapatra or the vessel to receive the rice-balls offered to them by 
their living descendants.” 


Rsis and Munis: ‘The word rsi, according to the Nirukta, means 
the rays of the sun and these are said to be seven in number. By an 
extension of meaning the term came to be applied to the rsis, the seers; 
just as the sun’s rays spread everywhere and disclose the existence of all 
things, the seers or the rsis are able to perceive everything. Again, 
the Satapatha Brühmana considers the rsis as breaths and derives the 
word rsi thus: “In as much as before all this universe, they, desiring 
the universe, were worn out (arsan) with toil and austerity therefore 
they are rsis". Later on, the riSis were regarded as those who had 
reached the other end (paragas) of jana and samsara. T he origin of 
the rsis according to the Nirukta is as follows:—Brahma took some 
dirt from his body and sacrificed it to the fire. From the flames there 
emanated the rsi Bhrgu (fried in the fire). After the fire subsided, 
another rsi arose from the live charcoal (aùgāra) and was therefore 
called Angiras. A third rgi was predicted to be born after the two 
former ones from the same fire and was called Atri; the name Atriis also 


capable of meaning not-three and hence that the number of rsis was 


not going to stop with three and that some more were to be born from 


the kunda (fire-pit). When t 
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their iconographical colours etc, 
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outarsi came into existence from the place where the kunda stood, 
He was know as Vaikhanasa. The Brahmaudapurana gives a slightly 


different account of the birth of the rsis. Marici was born first; - at the ^ 


the time of the yaga was born Kratu. A third came into existence 
saying aham trtiyah, Iam the third, and was hence known as Atri, 
Then again a fourth with thick hair was born and was called Pulastya; 
a fifth with fllowing hair and called Pulaha was next born. From the 
heap 9100119 and other daksinas (presents) placed in the yága-$alà (sa. 
crificial ground) was born another rsi and he was called VaSistha. All 
these were the mind-begotten sons of Brahma and it is from these all 
other beings including the Pitrs were generated'. 


‘The rsis are grouped into seven classes. Vyasa and others .are 
called the Maharsis; Bhela and others, the Paramarsis; Kanva and 
others, the Devarsis;. VaSistha and others, the Brahmarsis; Suéruta 
and others, the Srutarsis; Rtuparna and others, the Rajarsis Jaimini 


: and others, the.Kandarsis’. 


The names of the seven rsis differ from Manvantara to 
manvantara. 


' ‘The agamas give the names of the seven rSis differently; thus, the 
AmSumadbhedagama has Manu, -Agastya, Vagistha,' Gautama, 
Angiras, Visvamitra and Bharadvaja; whereas the Suprabhedagama 
enumerates them as Bhrgu, Vasistha, Pulastya, Pulaha, Kratu, 
Ka$yapa, Kauŝika and Angiras; and the Pürvakaranaügama, Agastya, 
Pulastya, Vi$vamitra, Para$ara, Jamadagni, Valmiki and Sanatku- 
mara. We have perhaps to understand that each of these authorities 
gives the names as they obtained in different Manvantaras'. 


‘The images of the rsis should be sculptured as either seated or 
standing on a padma-pitha; 
with flowing beards reach 


: & upon the seat.. They should be 
clothed in garments made of barks of trees; which should be held in 


position by katistitras: their upper wear should be white clothes’. 

~ Manasara recognises the following seven sages: Agastya, KüSyapa, 
Bharadvaja. Regarding 
it lays down that Agastya should be 


sculptured bright blue (Syama); Kaéyapa, yellow (pita); Bhrgu dark or 
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LUN. REE णह Poara brownish (pingala); 
turmeric coloured). They are क कध) dirae T TERENTIA T 
being two-armed and two-eyed., They wear lio A 

g and tr T yellow garments and the 
sacred thread (yajna-stitra) and are distinguished by the matted hair 
of the ascetics (jatajüta). In their two hands they hold a staff (danda) 
and a book (pustaka). Of Agastya, who is mentioned first among the 
seven sages, it is stated particularly that he is corpulent (brhatkuksi) 
and hump-backed (kubjakara). Of these seven sages, Agastya ‘is 
measured in seven-tala, KaSyapa and Bhrgu in eight-tala, and the rest 
in 717८-६8] 8. 

Bhaktas: In keepping with the Agamic tradition (cf. the U-Kamika 
— vide Pr. laks. p. 197 and the aiva chapter below p. The Manasara 
has got a credit to treat the Bhakta-iconography in conformity to the 
Bhakti tenets of Srimadbhigavata etc. Accordingly here in this text 
‘Devotees are divided into four classes according to the four stages of 
holiness and are called Silokya (dwelling in the same world viz. as the 
deity), Simipya (dwelling in the vicinity of the deity), Sarupya (being 
in conformity with the deity) and Sayujya (being united with the 
deity). The first is the result of devotion (bhakti), knowledge (Jnana), 
and renunciation (Vairigya). Knowledge combined with renunciation 
leads to Simipya. Sarupya is produced in the worshipper by medita- 
tion alone, and Sayujya is attained by the true knowledge (of God). 
Further details related to their iconometry—navatila (I. 112 equal pts.) 
applied to the Ist class, adhama da§atila (116 pts.) to the second, 
madhyama ibid to the 3rd and the uttama one to the last. 

Now in the end some observations are needed on concretised 
concept like Artha, Kama, DiSas, jvara, Vedas Sastras, Dharma, Jana, 
Vairagya, Vyoman and Aiduka—vide Pr. Laks. p. 267-69 (cf. also Pt. I. 
ch. I and Pr. Vijn. p. 182) which are described as images in the Visnu- 
dharmottara, which reflect the most powerful sway of iconological deve- 


lopments of the the time when virtues, ailments, knowledge and renun- . 


ciation, scriptures and philosophies, Puranas and Itihasas ect. etc. too 


come to be deified and images evolved. Avoiding the details of 


their iconography (which are understandable from the Pr. Laks. ibid) 


some remarks on Vyoman and Aiduka may be made. It it said that 
Aiduka and Vyoman the worship of the world should 
The form of Aiduka consists of a 
combination of various stereometrical figures, the Lingam and the 
figure of the four Lokapülas. Vyoman consists of cubical and spheroid 
parts on which is established an eight-pettalled lotus with the Sun god 
in the centre, and the Dikpalas in their proper places. 
~ 


— — 


by worshipping 
be regarded as accomplished. 
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CHAPTER VIII 


JAIN AND BUDDHIST ICONOGRAPHY 


Section I—Jain Images 


Foundation of Jain Jconography: In the Pratima-Laksana, Jain 
images and Buddhist ones have been both assigned only one‘patala 
(chapter). Accordingly here also they would be treated in one chapter. 
Before we take the Jain iconography, let us just try to know its 
foundation, the institution of worship which Jains evolved. This 
institution to which the Jainas were wedded presupposes in its turn the 
general tenets of Jainism—its philosophy and its ethics. And so while 
taking all these into our consideration, naturally, the most logical 
question which crops up is to say a few words on the rise of Jainism 
itself—its antiquity and evolution. 


. It may be asserted at the very outset that Jainism is not any new 
religion in India. Originally it was only an off-shoot from Hinduism. 
It may have been a reaction to some of the most intolerant insthutions | 
like Yajňa and its implied animal sacrifice and unwieldy paraphernalia 

difficult to be adhered to by ordinary run of men. Religion in India 
४ has always been a way of hearty doing rather than a belief of the 
mind. Those who stood for a new gospel must have been the pioneers 
ofsimple, sacred and pious life which characteristic has never left 
Jainism. Now when this pure and serens original spring began to 
flow into many a channel and required newer and newer land, 
naturaly, the mud of dogmatism changed its colour. Jt acquired a 
i new dogma, its own philosophy (metaphysics) and ethics. Vedism 
E (the fountain head of Yajna) was the first target. Anyone questioning 
| the authority of the Vedas was regarded and discarded as heritic. The 
dom Jainas and the Baudhas both, who question-d the Paramount Authority 
n of Hinduism were labelled as heterod;x. The .Jainas accepted the 
challenge—promulgated their own religious tenets, formulated a 
philosophy of their own and worked out an ethical code for their daily 


routine—collective as well as individual life, Thus heresy was 
supreme. 


As it is an introduction to Jain iconography, we are not going to 
dwell at length at Jain religion. It is enough to point out here that 
‘as Buddhists evolved their own Scriptures in place af Vedic scripture 
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so did the Jains. These are called Angas and Sitras. The most 
important characteristic features which gave the Jainism a stamp of 
their own, were the . extremity of tenderness shown towards an animal 
life—Ahimsa -and the Saint-worship (i.e. the worship of the Tír- 
thankaras who were regarded superior even to gods’. The latter 
element of Saint-worship simply humanised Jainism. 


Avoiding other details in regard to the religious views of the Jains 
their conception of Moksa, unlike the negative concept of Nirvana 
of the Buddhists (cf. the doctrine of ‘Siinya’—vide Monism of Sankara), 
rests on the positive significance implying absolute purity and freedom 
from the snares of Karma. 


In metaphysics, Jainism recognises a. pluralistic realism which is 
very much influenced from and is akin to the NyayarVaiSesika theory 
of Hindu Philosophy. The Doctrine of Syad-vada (may be or may 
not be) or the seven methods of predication (sapta-bhangi-nyaya) gives 
Jain philosophy a scientific and a rational approach by which know- 
ledge is characterised as a synthetic approach. 


Jt is in the realm of their ethics that foundation oi temples and 
worship of the Saints come and that is what is directly related to our 
subject. The ethical organisation of the Jainas like that of the Buddhists, 
prescribes a code of religious conduct both for the Monks and the 
Laity—vide the five-fold vow (practically the same as we have in our 
Yoga-Datéana—ahimsa, asteya etc.). The Monks are Yatis, the Laity, 
the Sravakas. The former can do away with worship, the latter are 
enjoined as a rule, to visit a temple and pay their homage to the 
Tirthankaras by worshipping them. 

Antiquity of Image-worship among the Jains—the question is no 
more controversial, antiquity of Jainism may be still a problem but its 
image-worship is not a problem. Worship as a historical examination 
is preposterious; it should always be examined from the broad 
cultural standpoint. Worship in some form or other was the life- 
companion of man; it may be aniconic or iconic. In the rise of Jainism, 
the rise of worship must have been first aniconic—vide the early 
archeological evidence of stupas (f: e. 7th. Century B.C. stupas built 
in honour of SuparaSvangtha) and the Ayagapatas etc. ete. T. here are 
so many evidences for the iconic traditions among the Jains—vide ins- 
criptions (Hathigumpha) proving the antiquity of the image-worship 
and a good many illustrations of the images 'themselves—cf. Khandagiri 
and Udaigiri caves, fully illustrating this evidence and they are all a 
testimony to do away with this ques 
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deities Jayanta, Vaijayanta, Aparüjita etc. in his monumental work, 
Antagada Daso and other Jain scriptural texts which fete not later 
than Mahavira’s time, also corroborate the antiquity of image-worship 
and dedication of shrines and temples. Let us, therefore, say a few 
words on the mode of Jain image-worship by which it is characterized 
to see if there are certain innovations or modifications from that of 
Hindu image-worship. 
The Arc& of the Jains :—the mode of worship among the Jains 
isneither very elaborate nor very complicated. It is very simple— 
Pradaksin&, Pran&ma and Puspa—three *P's wil do. The more 
AMSEC will consist of jala-püjà, candaua- puja, aksata-püjà and 
naivedya-puja to be followed by Arti—the paficop&cras will do (cf. 
the 16 upac&cas of the Hindus—vide Pr. Vijn. chap. IX). Three 
other important features of Jaia ritual and worship are: ‘Samayika’ 
reading (the reading of spiritual books), keeping fasts (which charac- 
terises their rigour of asceticism) and pilgrimage. ‘Besides the image- 
worship of the Tirthankaras and some subordinate deities, the worship 
of the Siddhacakra (which is invariably kept in a Jain temple) has 
found a firm hold on the Jain devotee’. Later on Jain temple-worship 
also got complicated in conformity to their religious order. Jain 
temples became the centre of their religious activities. They were 
their churches—worship, recitation and ceremonies (like Samavasarana 
—special decorations) all added to this development bringing them 
on a par to a Hindu temple. 


A few words need be said here on the Digambaras and the Sve- 
tambaras (between which Jains had divided themselves on differences 
of certain doctorinal schisms) in relations to their different modes 
of worship, In Piija, the!Svetimbaras use flowers, sweet, etc. The 
Digambaras substitute them for dry rice, spices etc. While the former 
decorate the images of the Tirthankaras with earrings, necklaces, 
armlets and tiars of gold and jewels etc.; the Digambaras leave their 
images naked and unadorned. Thirdly, the Digambaras bathe the 
images with abundance of water but the Svetambaras use very little 
of it. Fourthly the Digambaras may bathe and worship their images 
during night, the Svetambaras do not even light lamps in their 
temples, much less do they bathe or worship the images. The fifth 
difference relates to the use of palicamrita in washing the images the 
Digambaras do it; and the Svetambaras would not. This is what the 
orthodox Jainism stands for. In neo-Jainism, two new (comparatively 
modern) sects known as Lunkas (452 A. D.) and Sthgnaka-vàsis OT 


Dhundias (1653 A.D.) arose who stand for absolute opposition to 
image-worship, £ 
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The Arcyas of the Jains — Classes of Jain gods and goddesses :—On 
the authority of the Jain texts the classifications of Jain deities may 


be purviewed:— 


I. Jyotisi 
9 planets 
II. Vlmanavasi 


(a) born in Kalpas 


(1) Sudharma 
(2) Isāna 

(3) Sanatkumara 
(4) Mahendra 
(5) Brahma 

(6) Lantaka 


to rule over :— 

(1) Vijaya 

(2) Vijayanta 

(3) Jayanta 

(4) Apar&jita & 

(5) Sarvartha-siddha 


III. Bhavanavasi 


(1) The Asura — 


(2) Naga — 
(3) Vidyuta — 
(4) Suparna — 
(5) Agni — 
(6) Dvipa — 
(7) Udadhi — 
(8) Dkvata — 


(9) Ghanika— & 


(10) The Kumaras 


. IV. Vyantara 


(1) 718३228 

(2) Bhutas 

(3) Raksasas . 
(4) Yaksas 

(5) Kinnaras 

(6) Kimpurusas 
(7) Mahoragas & 
(8) Gandharvas 


(A) Earlier classifications—vide earlier Jain literature:— 


(7) Sukra or Mahaéukra 


(8) Sahasara 
(9) Anata 
(10) Pranata 
(11) Arana and 
(12) Acyuta. 


V. Navavidhina 
(1) Naisarpa 
(2) Panduka 
(3) Pingala 
(4) Sarvaratna 
(5) Mahapadma 
(6) Kala 
(7) Mahakala 
(8) Manava & 
(9) Sankha 

VI. Viradevas 
(1) Minabhadra 
(2) Pürnabhadra 
(3) Kapila & 
(4) Piügala 
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(B) The three-fold classification of Acara-Dinakara, consists of 
(i) firstly the Prasada-devatas, such as those installed on Pedestals, in 
fields, in a cave or ona platform (catvara) or in a temple or they 
belong to the linga (symbolic) or Svayambhu type etc; (ii) secondly 
Kuladevis or Tantric goddesses such as Candi, Kanthe$vari, Vyagraraji 
etc., and (iii) thirdly the Samprada -devatas such as Amba, Tripura, 
Tara etc, 


N. B. (i): *......it is clear that a great many Tantric god- 
desses have found a room inthe Jain pantheon. We came across the ; 
names of the goddesses of clearly Tantric nature such as Kankali, Kali, | 
Mahakali, Camunda, Jvalamukhi, Kamakhya, Kapalini, Bhadrakali, 
Durga, Lalita, Gauri, Sumangala, Rohini, Sulakata, Tripura, Kurue 
kulla, Chandravati; Yamaghanta Krüntimukhàü etc." J. I. p. 23. 
Further as we shall see in the Jain literature we find the incoropora- 
tion of the famous Sakta goddesses, the 64 Yoginis in Jain pantheon 
and therefore, ‘this predominent Tantric element in iconography 
seems to be represented by the Svetambara sect, who like the Maha- 


yana Buddhists, developed by assimilation and invention, a Tantrika | 
system of their own.’ 


N. B. (ii) Besides the above-enumerated deities “there are divini- 
ties recognised and worshipped by the Jainas, who would not come 
under any of the above-mentioned categories and they are: (1) the 
16 Sruta-devis or Vidya-devis; (2) the 8 Astamütrkas; (3) the Mothers of 
the Tirthankaras: (4) Ksetrapala; (5) Bhairavas; (6) Sri or Laksmi Devi 
and (7) Sünti-devi. Thus the cent per cent Brahmanic influence on their 
pantheon and iconograpy is beyond doubt. 


With this introduction to the Arca and the Arcya, let us now 
turn tothe Jain images, their origin and characteristics, before we 
take uy the main images of Tirthankaras and their accessories, 


cherishment of the memory of our dear and beloved ones, the picto- 
rial images—the Paintings have served an age-long tradition, 
similarly the growing idea of an image of a god or prophet a religious 
teacher or saint isto remind a believer of his life and deeds and to 
inspire him for the virtuous acts. This applies to all image-or relic- 
worship Hence the adherants and the followers install image in the 
sacred places associated with their lives and deeds. These places 
thus become the places of pilgrimage and sacred sites of hallowed 
memory, dedicated adoration and pious liberality and severe asceticism. 


This was also true to the origin of Jain images. When their Jinas 


Origin of Jain Images—As for the secular enjoyment and the 
| 
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departed, their statues wereset up ina temple for daily and congre- 
gational worship. In the worship of the Jinas, a notable feature is 
the recitation of Kalyanakas or the auspicious moments in the life of 
the great ones from the body of the Jain Kalpasitra. The great 
antiquity of this custom itself proves the relatively great antiquity of 
Jaisimages. In Jain iconography, besides these Tirthankaras, as we 
have seen that many Brahmanical divinities were silently assimilated into 
the Jain pantheon. It was perhaps due to the ideas of auspiciousness, 
prosperity, wealth, kingly splendour or so on, very much associated 
with Brahmanical deities like Gane$a Sri, Kubera and Indra that 
they too founda direct outlet in the Jain Sculptor’s art. All these 
images are fully represented in the Jain sculptural heritage as scattered 
throughout India specially at those places which are intimately 
connected with Jainism. 


Places of Jain pilgrimage : Rise of Jain images are synchronous 
with the rise of the centres of Jain pilgrimage, the sites associated 
with the lives of the great Jain Prophets. In fact, the Tirthankaras 
made their Tirthas—vide the tradition contained in the following 
stanza: 


जन्मनिष्क्रमणस्थानज्ञाननिर्वाणभूमिपु । ग्रन्येषु पुण्यदेशेषु agg नगरेषु च di 
ग्रामादिसन्निवेशेषु समुद्रपुलिनेपु च । ग्रन्येषु वा मनोजञेषु कारयेजिनमन्दिरिम्‌ || 


‘The phenomenal incidents in Jain literature are known as 

(a) Garbha or Conception, (b) Janma or Birth, /c) Jnana or Enligh- 
tenment, (d) Nirvana or Death—or collectively Five Kalyanas. Besides 
these, free choice was given to build Jain temples on sacred places, 
on the sea-side or at any fine place or locality’. Brindavan Bhatta- 
charya accordingly says (J. I. p. 29) that fas a consequence, we 
actually find Jaina temples under a Jain community scattered over all 
parts of India. Vimala sheh Tejapala and Vastupala on Mt. Abu in 
Rajputana and temples on the Mt. called Parasnath in S. Bihar are 
noteworthy in Jain architecture. The caves in the rock, on which the 
fort of Gwalior is built, contain many interesting Jain sculptures. 
Other sites of temples and sacred places of the Jainas are : Mathura, 
Satrufijaya Hill in the Palitana State, Girnar in the Junagarh State in 
Kathiawar, the Indra and Jagannath Sabha caves, Ellora, Khajuraho 
in C. I., Deogarh, Gadag, Lakkundi in Dharwar, Sravada Belgola. 
At Sravana Belgola, theres a gigantic statue of Gomate$vara. Other 
Jain clossii are found Karkala and Venur in South Kanara. Nearly 
all the Tirthankaras obtained consecration and perfect knowledge at 
their native places though Rsabha is said to une been a Kevalin 
i.e. one possessed of the highest knowledge, at Parimtala, Neminatha, at 
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Girnar, and Mahavira (the last) on Rjupalika river. Twenty of them 
attained final release on Sammeta§ikhara or Mt. Parsvanatha but 
Neminátha enjoyed this bliss at Girnar, Vasupujya at CampBpur in 
E. Bihar, Mahavira at Paivapuri and Rsabha himself at Astapada, 
which is identified with the famous Satrufjaya in Guzrat'. Eightyfour 
images of Jains are known to have been installed at different places of 
Jainism. 

Tirthankaras.—or Jinas according to the Silpa-Ratn&kara—vide 
Pr.Laks, p. 270 are only the manifest aspects of the Supreme Brahma— 
Arüpa assuming Rupa. They are Vi$varüpa, Jagat-prabhu, Kevala, 
Jianamirti, Vitaraga and in their incarnatory forms they take only 
two arms, one face and are seated on baddha-padmisana attitude, 
meditating upon Prabrahma. These are also the characteristics of the 
great Hindu gods, the Yogi$vara Siva or Yogdsana Visnu or Padma- 
sana Brahma. The question, therefore, would arise what are the 
distinctive features of a Jina or Tirthankara? In the Jain literature a 
Tirthankara means a prophet. ‘A Tirthankara is he by whom was 
shown the broad fording-place of virtue, the best of all, reaching 
which men overcome sorrow’—Samantabhadra—vide Brahatsvayam- 
bhüstotra. Tirtha thus would stand here for Dharma, and who 
expounds it is Tirthankara. This is the view of the elders-the 
Digambaras. According to Svet&mbara view * Tirtha" means a 
‘Sagnha’ and one who founds it like a Buddha or a Christ is Tirthan- 
kara. This order as we have already seen is consisted principally of 
two principal divisions of Sadhus or Monks and Sravakas or the laity, 
but if we include the women folk, it comes to four in number. 


. Tirthankara is also called a Jina (from which word the name of 
the religion is Jaina) meaning conqueror of the enemies such as lust, 
anger etc, And according to the Jain tenets these ‘Jinas’ are four-fold: 
(i) Nama Jinas, (ii) Sthapana Jinas; (iii) Dravya Jinas i.e. Srenikas and 
(iv) Bhaya Jinas (who have attained samavasarana), Thus the 
Tirthankaras or the Jinas are really a very sublime and noble 
iconologicalevolution not only in art but also in the religious history 
of India. The number 24 associated with these prophets of Jainism 
is simply fascinating. It brings home to us the imagination of those 
reformers who wanted to found rather supplant a new religion on 
some of the basic and universal teachings of Hinduism—rigorous 
ascetism of the Aranyakas, the Upanisadic Monism and the Epic and 
Pauranic Bhagavatism in imitation to Vaisnavism. If there are Ten 
Incarnations or Avatáras of Visnu, let there be 24 incarnations or 
Tirthankaras of Jina, who are all Jinas. Hence from the historical 
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documents, it is difficult to support as Jain scholars maintain the 
authenticity of all these 24 Jinas as enumerated ahead and —- 
ly a great antiquity exceeding all anterior limits of the Vedic age. 
Thus, ‘whether real or fictitious, one fact is certain that these Tirthan- 
karas represent truely Jain elements and their origin isnot due to any 
extranuous influences. In this connection, it is to be noted that while 
Buddhism formally admitting a number of Buddhas makes singularly 
prominent the Buddha or Gautama Buddha, the Jains on the contrary 
render many of their Tirthanakaras appear in the forefront. A 
modern temple of the Jainas would show a gallery of images of many 
of their Tirthankaras to whom equal respect is offered in their daily 
worship’—J. I. p. 37. 


— 


Characteristics of Jain Images—In the Jain pantheon, the 
Tirthankaras have been given the highest position. They are the 
Devadidevas (cf. Hemachandra’s Abhidhgna-Cintamani) in compar 
rision to other gods and goddesses (borrowed from Hinduism) who 
are only Devas or ordinary gods. Accordingly B. C. Bhattacharya 
rightly remarks: ‘In Iconography also, this idea of the relative 
superiority of the Jinas has manifested itself. In the earliest sculptures 
of Jainism, the Tirthakaras prominently occupy about the whole relief j 
of the stone.’ 3 

Jain iconography has a distinct bearing on its temple-iconography. 
*The images in a Jain temple are arranged in order of precedence. 
There is one Miilanayaka, he may be either Rsabhanatha, SuparSva- 
n&tha, ParSvanatha or Mahavira surrounded by other Jinas, who hold 
a less dignified position according as the temple-cult is associated with 
him, This predominence of a particular Jina is due to the situation 
of the temple in a place sanctified by him. For instance in the temple 
at Sarnath believed by the Jainas to be the birth-place of Sreyamsana- 
tha, we find his image in the position of a Mūlanāyaka. = 

A Jina-image is also accompanied by so many other deities E 
accessories. Among these deities figure the devatás like Laksmi, Gan x 
and Indra add among the accessorics would come the NETS us 
Yaksinis and the Gandharvas. Other characteristics of EN e 
are what are called L&fichanas—vide Pr. Laks. p. 270 and they ar 

The presence of th, following eight Pratiliaryas: 
oka or the particular tr 
d—cf. Buddhist analogy; 

5 DIYs 


के ९ 00 ही meg 


Tr 


l. Divyataru or AS 
Enlightenment was attaine 
.2. A throne-seat, 

3: Trilinear umbrella and | 
a lion seat, M 
4. Aura of a beautiful radiance 


- 


o 
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N.B. ‘The heavenly dundubhis consist of five musical instruments, 
These are the PaficamahaSabda viz. 

(1) Sraga, the horn; (2) Tammata; the drum; 

(3) Sankha. the conch-shell; (4) Bheri, the trumpet and (5) 
Jayaghata, the cymbol’—J. I. vide Appendix ‘A’. 


Brindavana further remarks that each Tirthankara is recognisa- 
able by a cognizance or cinha usually placed below his images. There 
are also certain symbolie ornaments which mark out a Jain representa- 
tion distinctly from a Buddhist counterpart. These are svastika, 
mirror, urn, cane-seat shaped like an hourglass, two small fish, flower- 
garland and book. These symbols are our safeguards from misinter- 
pretation of a Jain image. 


Another noticeable feature of distinguishing one Jina image from 
others is their representation of their particular way of sitting or stand- 
ing attitude, Among them ‘Rsabha, Nemi and Mahavira agree in the 
fact that they attain release when seated on the lotus-throne, while 
other Tirthankaras pass] away in the Kayotsarga-posture (that of a 
man standing with his arms hanging stiff with the body)—J. I. p. 29. 

Jina-iconography: Among the three texts quoted in the Pr. Laks. 
p. 271—vide (ii) according to the Br. Samhita, the chief characteris- 
tics or essential marks of a Jina figure are long hanging arms (cf. 
Mahüpurusalaksana); the Srivatsa symbol, the mild form—praéanta- 
mirti, the youthful and beautiful body and the nudity. This is also 
corroboroted by Vasunandi’s Pratisthasara-samgraha, a Jain document 
—vide Pr. Laks. ibid (iii) The Manasara and the Aparüjitapracchà 
among the Silpa-texts are accredited to have described the Jain 
images also, And accordingly the former text after dwelling at length 
upon the varieties of alternative iconometric measurements of the 
Jina-iconography sums up in a couplet: 


निराभरपणसर्वाड्ध॑ fates मनोहरम्‌ | 

iqq: WA हेमवर्ण श्रीवत्सलाळछनम्‌ || 
which is exactly what the B.S. or the P. S. S. describe. Regarding 
their bodily features, the text further says : 

द्विसुजं अ द्विनेत्रं च मुणडतारं च शीर्षकम | 

स्फटिकश्वेतरक्तं च पीतश्यामनिभं तथा ॥ 


Again according to this text the Srivatsa symbol should be 
marked in gold and the image is to be attended by Narada and other 
sages, besides the Vaksas, Vidyadharas, Siddhas, N&zendras and 
Lokapalas, LAU a 


CC-0. Gurukul Kangri Collection, Haridwar 


| 
| 
| 


| 
f 


Digitized by Arya Samaj =) Chennai and eGangotri 


JAIN AND BUDDHIST ICONOGRAPHY 10 


Now avoiding too many other details, let us tabulate all the 
24 Tirthatkaras with their lafichanas, and Sasanadevas and 
Sasanadevis together, as per the two new texts, the Aparajita-praccha 
and the Vastusira of Thakhura Peru 


24 Tirthankaras Symbols Sdsana-devis or Yaksinis Sasanardevas 


or Yaksas 
ATE: VS. VARA Saves: 
1. Adinatha Vrsabh ^ Cakre$vari Cakreávari Vrsavaktra 
(Rsabha) 5 
2. Ajitanatha Gaja Rohini Ajitabala —Mahiüyaksa 
8. Sambhava- A$va Prajüavatj Duritiri Trimukha 
natha 
4. Abhinandana- Vanara Vajra§- Kali Caturanana 
natha rnkhala 
5. Sumatinatha Kraufica Naradatta Mahakali Tumburu 
6. Padmaprabha Padma Manovega Acyuta Kusuma 
(Syama) 
7. Supiré tha Svastika  Kalika Santa Matanga 
8 Candraprabha Candra Jvalamalini Jvala , Vijaya 
(Bhrkuti) 
9. Suvidhingtha Makara Mabakali Sutara Jaya 
10. Sitalanatha- - Srivatsa  Manavi Asoka Brahma 
11. Sreyamsanatha Gandaka Gaui Manavi Yaksefa 
(Srivatsa) 
12. Vasuptijya Mahisa Gandhari Pracanda Kumara 
(Pravara) 
13. Vimalanatha Varaha Virata Vidita Sanmukha 
(Vijaya) 
14. Anantanatha Syena Anantamati Aunku$a © Patala 
15. Dharmanatha Vajra Manasi Kandarpa Kinnara 
(Pannaga) 
16. $ — nàtha Mrga Mahamanad Nirvani Garuda 
17. Kunthanatha Chiga Jaya Bala Gandharva 
18. Aranatha Nandyavarta Vijaya Dharini YakseSa 
19. Mallinatha Kala$a "Aparüjità ^ Vairotya Kubera 
20. Munisuvrata Kurma Bahurüpaà Naradatta Varuna 


21. Naminatha Nilotpala Camudna Gindbari Bhrkuti 
22. Neminatha  Sankha | Ambika Ambika ^ Gomedba 


23. Par$van&tha Sarpa - Padmivatl Padmavatl Parva 
24. Mahavira Simha Siddhayika Siddhayika Matanga 
(Vardhamana) 


The A. P.—vide Pr. Laks. p. 271 (the Manasara also hints at it) 
has bestowed upon the Tirthankaras their respective colours and 
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accordingly Candra-prabha and Puspadanta (?) should be sculptured ag 
white; Padmaprabha and Dharma as red; SuparSva and 081609 Nithas 
as green; Nemi as black; Malli as biue and the remaining ones as golden, 


Evolution of the Jina-icons :—A word may also be said here on the 
evolution of Jina icons illustrating the different phases of the Jain 
iconography as found in Indian sculpture. This development of 
Jina-images may be viewed in three stages of development of (i) Pree 
Kushan (ii) Kushana and (iii) the Gupta ;—corresponding to the three 
stages of iconology in which they were conceived namely simple images 
(ofcourse with certain symbols), without any characteristic lafichana 
the developed paraphernalia of an image for worship and thirdly endo- 
wed with lüfichanas together with the accessories and Cinhas etc. The 
earliest historical representation of the Jinas was found in the 
Ayügapatas (the tablets of homage) discovered at the Kankali Tila of 
Mathura. Three of them show the Tirthankara figure seated with 
hands laid in the lap. Some of the Jain Astamangala-symbols such as 
a pair of fish, a svastika etc. also figure here, but there is hardly any 
specific lafichana characteristic of a particular Jina by which we can 
recognize him. ‘One tablet, however, shows the figure of a Jina, 

which by its mark of snake-canopy, we can identify as that of 
Pür$vanatha'; Brindavana, therefore, concludes (J. I. 9. 47 ): ‘The 
reprentation of Jinas in these Ayagapatas of pre-Kushan age, as may 
be proved from the script of the inscriptions on them, appear to be the 
earliest in the stages of Jain iconography. Thus we can infer that in 
the first stage of iconic development Jinas had no lanchanas or distinc- 
tive marks, the Par$va figure had the invariable symbol of snake- 


canopy and some of the Astamangalikas had been very primitive in 
their growth.’ 


The second stage of Jain iconography is illustrated in the varieties 
of the Jinas of the Kushan school which may be said to be of three 
types: first in which the Jina figures form a part of asculptured panel; 
second in which figures are represented as images of worship and third 
show figures in the middle of Ayagapatas. In these ‘the image-type’ of 
Jinas have some noticeable peculiarities such as seated figures have 
no attendants on sides but have a devotional scene on the pedestal; 
standing figures are nude and are attended by two Gandharvas, 
Dharmacakra symbol in its simple representation is also found on the 
Kushan images. न 

‘The Gupta period showed a marked develoment in the iconogra- 
phic characteristics of a Jina figure. Not only do we see in such images; 
the particular Lanchanas incorporated but miniature figures of 8 
Yaksa, anda Sasanadevata invariably included, Other marks such 
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as a trilinear umbrella, a drum-player surmounting it, a pair of 
elephants on two sides of the umbrella and a Dharma-cakra symbol 
attended by a pair of either bulls or deer form parts of a Jain sculpture’. 
‘In no sculpture of Kushan age hailing from Mathura, the Tirthankara 
figure is seen attended by either a Yaksa or a Yaksini, but in the Gupta 
onwards, it was a stereotyped canon with the sculptors.’ 


Jain Quadruple—in place of Hindu Trinity the Jainas have also 
aremarkable representation in art. It is popularly known as 
‘Caumukhi’? and has a further name of ‘Sarvatobhadra-Pratima.’ 
The most important of the Tirthankaras are represented here on the 
four sides with their characteristic symbols. 


II. Yaksas and Yaksinis—Yaksas as a class of demi-gods had 
existed in popular belief and in literary traditions of the Hindus much 
earlier than the rise of Jainism. Hence their association with Jain 
images is an interesting characteristic not only of the Jain pantheon 
but also of the Jains themselves. Kubera, the lord of Yaksas and 
king of Alaka and the treasurer of the Devas is a popular knowledge. 
Brindavan therefore observes: ‘The Yaksas are, in Indian tradition, 
regarded asthe presiding spirits over wealth and therefore it is easy 
to see why Jains who represent a merchantile class specially endeared 
themselves to the cult and appropriated them specially among the 
class of their Dundhi-devas or highest divinities.’ 


In Indian sculpture the representation of Yaksas as Vyantara- 
devatüs was the most favourite with the sculptors and was also very 
fascinating to the public. A host of their images are found on every 
site of renown. In Jain images their association is two-fold—firstly as 
attendants to their masters, the Tirthankaras and secondly as time 
passed and the Yaksa-cult obtained greater veneration among the Jains 
we also find their detached independent images in the ancient ruins. 


‘According to the Jain belief, Indra appoints one Yaksa and one 
Yaksini to serve, as attendants, each Tirthankara. The Yaksa would 
be on In. right side and Yaksini on his left. Thus they also came 
to be called S&sanadevatüs or attendant spirits. According to 
Hemacandra, a Yaksa originates from the particular religious spirit 
of a Jina “तत्तोथंजन्मा' “तत्ताथंभू :'. Hence we can take in all probability, 
‘that the Yaksa was the leader of the desciples and Yaksini was the first 
female convert’. Again ‘as Yaksas and Yaksinis were leader-disciples 
of the Jinas, they had been chosen from the rich merchantile class 
and some of them had represented as bankers. In actual images, 
we find them decorated in red jewels and characterised -with thg 
symbol of money-bags etc ' TEN 
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With this introduction to this important element- of Jain 
iconography—the association of Yaksa-images with the Jina-images, 
let us briefly tabulate their váhana:làlchana as an essential charac 
teristic of their images (other details may be seen in the Pr. Laks, p. 
272-4). Their names have already been mentioned in the Tirthankara- 
tabulations below and therefore in the following only their respective 
vahan-lafichanas find place in serial order on the authority of the 
two important iconographical texts—the A. P. and the V. S.:— 
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Vahanas of the 21 Yaksas 


Aparajita 
l. Vrsa 

2. Gaja 

3. Mayura 
4. Hamsa 


5. Garuda . 


6. Mrga 
7. Mesa 
8- Kapota 
9 Kurma 
10. Hamsa 
ll. Vrs: 
12. Sikhi 
13. ? 
14. ? 
I5. ? 
16. Suka 
17:05 
18. Khara 
19. Simha 
20. ? 
21. ? 
22, ? 
23. ? 
24* hasti 


III. The 16 Sruta- 
of Jain images, their.n 
to those of: the Yaksinis, 
found in the Jain Iconography; 
of the Vidyadevis or the 'godde 
writer most respectfully would differ, 
so many Hindu goddesses modelled o 
The Jains make a special ceremon 
the 16 Srura-or Vidy&-devis) on th 
month called by them Jain: Paficami, 


Vastusdra 
gaja 
gaja 
mayüra 
gaja 
garuda 
mrga 
gaja 
hamsa 
kurma 
kamalasana 
vrsabha 
hamsa 
Sikhi 
makara 
kürma 
varaha 
hamsa 
Samkha | 
gaja 
vrsa 
»! 
purusa 
kürma 
gaja 
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Brindavana 


Vahanas of the 24 Yaksinis 


Aparajita 
garuda 
ratha 

? 
hamsa 
$veta-hasti 
a$va 
mahisa 
vrsa 
kirma 
Stikara 
krsna harina 
nakra 
vimana 
hamsa 
vyaghra 
paksiraja 
krsna $ükara 
simha 
aStapada 
sarpa 
markata 
simha 


` kukkuta 


bhadrasana 


sses of lear 


Vastusara 
garuda 

loh&sana (govahana) 
mesa 

padma 

» 

nara 

gaja 

hamsa 


vrsa 
padma 
simha 
a§va 
padma 
35 
matsya 
padma 
Sikhi 
padma 
23 
bhadrasana 
hamsa 
simha 
sarpa 
simha 


or Vidya Devis— are also an important class 
sin many respects, correspond 
_ Says: ‘Of all the conceptions 
none is so original as the conception 
ning’ to which the present 
They are a combination o 
d on the Yaksinis by the Jains. 
y of Sarsvatipüj& (Sarsvati heading 
e Sukla Paficami day of the Kartika 
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Without. going into their details of the vahanas, the lafichanas— 
the weapons etc., (which are easily understandable in the writer's 
Pr. Laks. p 274-75) let us only tabulate their names: 


1. Rohini 6. Naradatta 11. Mahajvala 
2 Prajfiapti 7. Kali 12. Manavi 

3. Vajrasinkhala 8. Mahakali 13. Vairotya 
4. Vajrankusi 9. Gauri 14, Acchupta 
5. Apraticakra 10. Gandhari 15. Minasi and 


16. Mahamanasi 
IV. Dikpalas. Like the majority of Hindu gods imported into 
the Jain pantheon, the Dikpalas were a direct over-taking. They are 
also called lokapalas and are also worshipped as Vastu-devatas. 
Brindavana says that one Svetambara text makes them functioning 
as Kumaras, who differ very little in nature from the gods of quarters. 
A very succinct description of these Dikpalas has been made by 
mein my Pratima-Vijfiana and the reader is referred to read them 
there. The names of the ten Dikpalas however may be enumerated 
here along with their overlordship of the directions: 
l. Indra (E) 4. Nirriti(S.W) 7. Kubera (N) 10. Brahmadeva 
(upp. regions) 


2. Agni (S.E) 5. Varuna (W) 8. 15679 (N.E.) 

3. Yama(S) 6. Vayu (N.W) 9. Nagadeva nether regions 

ie Other miscellaneous deities—have also a tradition both in 
worship and art among the Jains and a few words may be said on 
them. Only a few among them may be mentioned here: 


Harinegameéi or Naigameéa—is represented in sculpture as a male 
figure, either with the head of a ram or antelope or a goat. He is 
accredited for granting the boon of child-birth. He is not altogether 
a new Jain origin. His affinity with Daksa Prajapatl is beyond donbt. 

Ksetrapala—is a Bhairava and seems to be the master. of the 
Yoginis  Hisiconology is bewildering. He has 20 hands with many 
weapons, matted hair, a snake as his holy thread and he rides on a dog. 

Ganeéa, Laksmi, Santi & Yogins—GaneSa & Laksmi are equally 
adorable among the Jainas; but the conception of Santi Devi is really 
unique among the Jainas. As regards the Yoginis they are a Tantric 
influence from which no cult could escape. 

Illustrations: In the eni the following tabulation of more famous 
Jain images in Indian sculpture will suffice for our present study: 


[ Jain Quadruple Yaksas and Yaksinis 
| Choumukhi Gomukha & Cakre$vari—Ganda- 
| Tirthankaras wal, Gwalior 
Rsabha—Mahet ancient Sravasti Kubera—ibid 
"' District Gonda Cakre$vari—Deogarh 
Ajitanatha—Deogarh Mahamanasi—ibid > 
- Santinatha—Fyzabad Museum ee & Fort Jhansi 
Neminath—Gwalior mbika v x 
ParSvanath—]Joginkamath Gomedha & Ambik& ,, » 
Rohatak Srutadevi 
Mahavira— Nagpur, Raipur & Lucknow Museum 
Indian Musuems Khetrap&la 


Gandawal, Gwalior 
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SECTION B 
BUDDHIST ICONOGRAPHY 


The Religious and Philosophical Background:— Before we proceed 
with the salient elements of Buddhist iconography, a few words on its 
background, the institution of adoring the ‘Buddha’ and the consequent 
rise of religious and philosophical thoughts to systematise this practise 
inareligion which originally was averse to all such complications of 
theology, ritual, dogma and philosophy. The lofty ethical foundations 
of the prinstine Buddhism could not remain isolated. An edifice of grand 
supersucture of imposing lustre shining with so many popular lights 
was a historical necessity. A religion divested of popular appeal can 
not captivate the minds of people for long. Consequently after the 
Buddha was gone, Buddhisim could not remain uncoloured with the 
side-currents of Brahmanic (more particularly the Tantric) religious 
upsurages of the day, the adoration of the images (cf. Pauranic Dharma) 
and the cultivation of the Sakta practices (Cf. Tantricism). 


The Buddhist iconography may be said to be rooted in the speculations 
of the Mahayana, especially its sub-branch what is called Mantra-yana 
itself, but it was due to the Vajrayana and its consequent philosophy of 
“Mahasukhavada’ that it got a fertile field for strides of development. 


Now to fully appreciate the rise of Vajrayana, we have to go back to 
the teachings of Buddha himself. 


In doing so a brief historical survey 
of Buddhism becomes a necessity. 


"The ethical system of Buddha was based mainly on the Sankhya 
but profoundly modified by his own speculations. ‘The boldness of the 
speculation, the grandeur of the moral idea set forth, and the strictness 
of discipline gave this system an attractive and engaing character’. 


With the death of Buddha things changed and dissentions crept in 
' between the two powerful parties later on called Elders and Youngers 


and it was at Vaiéall that they parted company never to be reunited 
and founded two distinct camps of their own. डर 


Those who stuck to Ethics and moral discipline were called the 
Theravadins and those who trifled with Ethics and discipline but stuck 
to metaphysical and altruistic doctrines were called the Mahasanghi- 
४३७, One point of difference is very marked, ‘the Youngers were 
all Lokottarvadins and believed in the superhuman character of 
Buddha. Bat schisms bring forth further schisms, and in the course 
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of a century, the two parties split up into eighteen principal sects, 
beside a number of minor ones’ —Bhattacharya. 


Without going into the details of the doctrines like Sünyavada 
and the teachings and views held by the great Buddhist scholars like 
Nügarjuna and Aryadeva who propounded these abtruse philosophical 
ideas in the fold of Mahayana, it may be pointed out that the bedrock 
of Sünyact of the MahayZnis could not satisfy their hankerings 
and so Maitreyanatha, after some generations after Nagarjuna, added 
Vijfiana to it; and founded what developed later on, the Yogacara 
system. The things did not end here. There were controversies 
between these two speculative doctrines of the Sünyavada and in thc 
8th century a new doctrine of Mahasukhavada became a historical 
necessity for the edification of people, to rationalise their leanings 
towards something tangible, something concrete and something edifying. 
All these doctrines were conceived in relation to the ultimate reality 
after ordinary Nirvana. Some took it Sünyatà, others Vijfíana and a 
good many Mahasukha. Itis, as already said, from the doctrine of 
Mahasukha, that the Vajrayana, a system rich in iconographical ideas, 
and a schoolfascinating to the multitude, orginated. It may how- 
ever be remembered that this Vajrayana was a school within the 
Mahayana itself and the so called two principal schools of Buddhism, 
the Hinayana and Mahayana really resulted in the condemnation by 
the latter of the two original Yanas, the Sravaka and the Pratyeka 
which the great Buddha himself had patronized. "Thus there were 
three Yanas—Hina (the Sravaka and the Pratyeka), the Maha and the 
Vajra (a sub-yana of the latter). The Mahayana, in its latter onslaughts 
again assumed two shapes, Parmitayana and Mantra-yana, the latter 
fully accepting the theory of Mahasukha, dilates upon its various 
stages of the development in which the Sakti, the embodiment of 
Karunà plays a predominent part. It is thus nothing but a great 
influence of Hindu Tintricism, another name of Saktism 3 


Advayavajra, who flourished in the llth century, has not only a 
unique credit, in the opinion of Bhattacharya, the learned author of 
the*Indian Buddhist Iconography’, in throwing light on the distribution 
of the four principal schools of Buddhist philosophy namely Sarvasti- 
yada, (Sautrantika), Vahyarthabhanga (Vaibhasika), Vijnanavada 
(Yogacara) and Sünyavada (Madhyamika) into the three Yanas of the 
Hina, the Maha and the Vajra, but also accredited to have composed 
a short treaties propounding the theory of Maha$ukha under the tide, 
the Mabisukhapraki§a, a stanza from which not only characteristically 
explains the elements of the Doctrine but also gives the background of 
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Buddhist iconography: | 
शूल्यताबोधितो बीजं बीजात्‌ बिम्बं प्रजायते | 
बिम्बे च न्यासविन्यासस्तस्मास्सरवे प्रतीत्यजम्‌ || 


i.e. from the right perception of Sünyatà comes ‘Bija’. From Bija is 
developed the conception of an icon and from that conception comes the 
external representation of the icon and therefore Sri Bhattacharya 
rightly remarks that the entire iconography of the Buddhists proceeds 
from a correct understanding of the doctrine of Sünyatà. The Tibetan 
yab-yum conceptions were an outcome of the dual conceptions of Sünyatà 
and Karuna, both of which were conceived and represented, but which 
ultimately proved to be one and the same 


With this a very brief introduction to the philosphical background 
of Buddhist iconography, let us persue it further in its evolution. 
That is how did this conception of Mahdsukha creep into Mahzy&na- 
Vajrayana? The tackling of this question brings us to the fundamental 
differences of the Hinay&na and the Mahayana. The pivot of distinction 
between them lies in the question of Nirvana. The Hinayanist whether 
a Sravaka or Pratyeka always would strive for his own emancipation 
or Nirvana, the Mahayanist on the other hand takes, just the opposite 
view. He stands for the emancipation of all and makes Karuna 
(Compassion) his motto. Both differ in the divinity of Buddha and 
his order of superiority in relation to the Dharma and Sangha. For 
the former Buddha comes first and Dharma or Law and Sangha come 
next, the latter changes the order into Dharma, Buddha and Sangha, to 
whom Dharma or Prajiià is eternal and the highest object and Buddha 
is only Upaya or means of obtaining that knowledge, which is diffused 
into the masses through him. ‘This idea’, says Bhattacharya ‘bears a 
close resemblance to the Hindu conception of the Mantras, which are 
supposed to be eternal of which only a glimpse was obtained by the 
Vedic Rsis.’ As regards the nature of Nirvana there arcse a baffling 
controversy resulting in many schools in Mahayanism itself, the two 
principal schools amongst which being Yogicáras (the Vigfiinavadins) 
and the Madhyamikas. Buddhism, we know, was a mass religion and 
therefore as already pointed out that these abtruse philosophical teach- 
ings of Vijnadnavada in relation to Nirvana could not become fit for easy 
grasp of the masses. The priest found a great deal of difficulty in mak- 
ing the masses understand the meaing of Nirvana, to the attainment 
of which every Buddhist strives. Nirvana, which was 85799, was said 
to be Niratma, that is, something in which the soul islost:— “The 
Bodhicitta merges in Nirit a and there remains in eternal bliss and 
happiness; (Mahasukha-vgda). The word *Niratma? „it may be noted, 
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is in the feminine; the Niratma is therefore a Devi, in whose embrace 


e ede. remains. "The masses well understood the significance 
s; mars the feminine aspect, an outcome of Mahasukhavida, 
in the doctrine of Nirvana, gave rise to what is known as Vajrayina'— 


Bhattacharaya. 
In the word ‘Vajrayana’ * Vajra' 


so called because it can not be destroyed, can not be cut, can not be 


burnt (cf. the Atman Doctrine of the great Bhagvadgita) as laid down 
in Advayavajra-samzraha: 


is another name of Sünya. It is 


दृढे सारमतोशेर्य ग्रच्छेय्राभेयलक्षणम्‌ | 
आदाही अविनाशी च शूत्यता बज़्मुच्यते || 


This conception of Vajra too was not of an easy comprehension 
for the mas:es and so the position of the priests, the Vajrachüryas 
becatne very much magnified. The Dharanis were composed for the 
recitation of the masses to obtain merit. These Dhiranis were later on 
shortened into mantras and Vajramantras all meaningless to the multi- 
tude; but one thing was a solace to them, it was the origination of the 
manifold deities from these mantras, the Vijamantras. “The votaries? 
says Bhattacharya, ‘who could not worship their gods in accor- 
dance with the prescribed procedure (Sadhana) were, promised by the 
gurus perfection only through the muttering of the mantras.’ Later 
on the falling upon the Tantras, their ritual and practice was a 
natural consequence which in the hands of these uninitiated and 
sophisticated priests and the public alike brought the populer Buddhism 
to the level of very thinly-vield *Kama$astra'. With all their faults the 
Vajrayünists did contribute towards the evolution of a popular 
Buddhism which has left a legacy of rich, varied and extensive pan- 
theon, on the fascinating foundation of which, Buddhist iconography 
and its art flourished in India especially in Tibet. The puerly Tantric 
gods were invariably accompanied with their Saktis, who in sculpture 
take four positions—a separate seat or the same seat or the lap of their 
consorts or they are in actual embrace. The more sobre amongst the 
Tantrikas adopted the first three positions, while the last was the be all 
and end all of those who stood for thorough-going form of worship of 
their gods in the embrace, ia union with the S ks, or as th: Tibetans 


de:cribe it in yab-yum. 

Buddhist Pantheon. This brings us to the Buddhist Pantheon both i 
in the realm of art as well as in that of the literature. The rise of dic | 
Pantheon always presupposes image-worship, boih aniconic and iconic. 

We shall have an occasion to see its representation in art in the last 
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and so here we have to confine ourselve with the rise of the pantheon: 
in literature and other accounts. Much of the information for recon- 
struc ing. a chronological rise of the Pantheon is gathered from the 
accounts of the Chinese travellers like Hiuen Thsang.and It-sing. We 
know Buddhism in its original shape, was too simple a religion to 
accomodate image-worship. Buddha. was, definitely against it. After 
his death, deification started first with the symbolic objects like Stupas 
and Trigaranas, the former has been an object of adoration even just 
after the life-time of Buddba. Similar is the case with the three 
jewels, which came to be represented, later, both in symbolic and 
human form. Again the rise of Buddhist pantheon is synchronous 
with the rise of Mahayünism; and its offshoots of development. 
Indrabhüti's time (cf. 700-750 A.D.) is regarded as the emergance of a 
full-Hedged Buddhist pantheon, the germination of which no doubt 
goes back a few centuries earlier—vide the work of ASvoghosa, 
Nagarjuna and Áryadeva. The Sukhüvati- Vyüha, or Amitayus-Sütra 
which was translated into Chinese in the 2nd century, mentions 
Amitabha Bodhisattva and AvalokiteSvara and in its smaller recenssion 
of the 4th century, Aksobhya as a Tathagata and Manju$ri as a 
Boddhisattva are also mentioned. In the accounts of the Chinese 
travellers beside these, other important names also come to light— 
Maitreya (Fa-Hien); Hariti, Ksitigarbha, Padmapani, Vai$ravana, 
Sikya Buddha, Sikya Bodhisattava, Yama along with many Buddhist 
saints like A$vaghosa, Nagarjuna, Asanga, Sumedha and others as 
deified Bodhisattvas and a good maby previous Buddhas (Hiuen— 
Thsang) ; and Caturmaharajikas and several Hindu gods (It-sing). 


The next stage in the development of the pantheon starts from the 
works of Santideva of Nalanda Monastary (650. A.D) where besides 
new names of Gaganganja, Manjughosa, Simha-vikridita, Tantricism 


also began to weild its influence where Dharnis for Cunda, Trisamaya- 
raja and Marici are given. 


The third stage that is the stage of complete emergence of the 
pantheon begins from the times of Indrabhiti (750 A.D ), the king of 
Uddiyana, who made Uddiyana (Orissa).the main centre of Vajrayana 

“Tantra-yana. His work Jnanasiddhi gives probably the first account of 
the origin of the five Dhygni Buddhas and their Saktis along with.& 
number of deities as emanating from them... Later on the conception 
of Adi Buddha also originated by the first half of the 10th century at 
Nalanda. He was regarded as the primordial Buddha from whom the 

five Dhyani Buddhas were said to have taken their origin. Homage 
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to Adi Buddha is conceived in shape of flame, which the priests ot 
Nepal considered eternal, self-born and self-existent. It is said in the 
Svayam-bhi-purana, the scripture of the Kalacakrayina ( a later 
development of Vajrayana) that Adi Buddha first manifested himself 
in Nepal in the shape of a flame of fire and Mafiju&ri is said; to have 
erected a temple over it in order to preserve the flame. This temple 
is known as the Svayambhi Caitya. : e 

Now a word on the iconographical representation of Adi Buddha, 
the highest deity of the Vajrayana and also originator of the five 
Dhyani Buddhas, may also be added here. When represented in 
human form he begets the name of Vajradhara and is conceived in two 
forms single and yab-yum. It may further be remarked that the concep- 
tion of Adi Buddha became controversial among the- Vajrayanists 
themselves. Some considered Aksobhya and some others of the other 
Dhyani Buddhas as the Adi Buddha and so these differences also 
were brought to bear upon their representations in sculptures. 

This third stage of the development of Buddhist pantheon coineides 
with the strides which Vajrayana was.taking on its marvellous march 
of-progress in Mahayana. The works like ‘Asta-s@hasrika-prajiaparae 
mità' bearing a large number of miniature pictures of Buddhist 
Tantric deities and the compilation of the Sadhanamala containing 
the dhyanas of more than 400 principal and minor deities (11th & 12th 
centuries) corroborate this tremendous influence of Tantricism. The 
Sidhas simply made it a popular practice of the day. The four great 
centres or Pithas, the sacred spots of Vajrayana as mentioned in the 
Sadhana-mala: are  Uddiyna (Orissa), Kamakhya, Sirihatta and 
Pürnagiri. The Sirihatta is recognised as Sr -Saila cf. so. many 
references to it in the literature.— vide Pr. Vja P. 136-8 . Kamakhya is 
well known. Pirnagiri is unidentified. 3 


Buddhist images two groups—general and sectarian: a: 
After we have purviewed in a very brief manner the religious and 


philosophical background of the Buddhist iconography, we are now 
in'a better position to describe the Buddhist images. But before we 
do so; there is one very important point to be born in mind that from 
the broad Hindu point of view Buddhist imagés should be viewed 
into. two distincts groups, one representing the general form cf 
Buddhism in which Buddha figures figure prominently and there is 
no hierarchical development, and the other is that particular upsurge 
where Vajrayana-Tantricism played a remarkable “part :and was not 
only instrumental in bringing about an exuberance in its consequent 
emergence of Buddhist Pantheon and iconological and iconographical 
conceptions and forms, but i: also simply changed the very form of the 
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prinstine character of Buddhism, a religion without a god, 1 
an icon, without a dogma and without a philosophy. 


Accordingly let us deal first with the Lord Buddha, adopted by the 
tolerant Hindus as an Incarnation of the Lord Visnu himself, (as 
promised by me at Vaisnava-Pratima-Laksana, Chap. III p, 220), 
In this section of Buddhist Pratima-laksana, Gautama Buddha is our 
first adorable deity. Buddhists, the bigoted Vajrayanists could be 
fanatic enough to degrade him to a secondary position —vide their 
first homage to Adi Buddha, Vajradhara in the imitation of the Hindu 
view of metaphysics and mythology. We, the detached reviewers of 
the broad Indian cultural currents, cannot forget him who not only 
gave a new religion to the world but also contributed immensely to 
the thought-currents of Hinduism itself of which Buddhism should be 
considered only a side-current like Saivism and Vaisnavism. 


Pauranic accounts:—(leaving the Agni and the Bhagavata) of 
Buddha are not only confusing, but also in a way antogonistic—vide 
the Visnupurana which says many hard things against Buddhism and 
Buddhists and there are also very interesting accounts in it regarding 
Buddhists being naked which perhaps in the opinion of Dr. Banerjea 
is a confusion between the Jina of the Digambara Jainas and the 
Buddha of the Buddhists. It is said there that because they have 
discarded the authority of the Vedas which are really the real cover- 
ings of man and mankind, they are nagnas (see details in Rao). It 
also designates Buddha as Mayamoha which is common in other 
Puranas as well and describes him as ‘naked with shaved head and a 
peacock-tail in his hand’. The Bhagavatas taking the authority of 
the Bhagavata-purana came to regard him as one of the incarnations 
of their god, who according to them incarnated himself in the world as 
Mayamoha (the Arch Deluder) to cause confusion among the Daityas 


by preaching false and anti-Vedic doctrines among men and thus 
cause their destruction. 


Iconographical Accounts:—vide Pratim&-laksanas, p. 98-99 can be 
relied upon from the five principal Hindu texts, the Br. Samhita 
the Agni and the V.D. Puranas, and the two Silpa-texts, the Manasara 
and the Rupa-mandana. According to the first (B. S. ) Buddha 
should have the palms of his hands and the soles of his feet marked 
with lotus, he should be placed in form and his hair should be very 
short (Sunica; a variant reading is sunita meaning “well arranged" 
both readings would suit a Buddha image—Banerjea) He should 
be:seated on a lotus-seat and should appear as the father of the whole 
world. The Agni calls him Sant&tmà and. bestows upon him lamba? 
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karnas (i.e. his lobes of ears must be made pendant) and fair 
complexion and enjoins his hands to be in varada and abhaya poses. 
The V. D. further adds some more marks. According to it the body 
should be covered with the kàsaya, the yellow garb of the ascetics 
and on the shoulder there should be a piece of balkala (civara) or 
clothing made out of the bark of certain trees. It designates him as 
Dhyani (cf. Dhyàni Buddhas in the Vajrayana pantheon). The 
Rüpa-mandana's description is nothing new. It simply gives him 
ared colour that may be taken as full of lustre. As regards the 
description of the Buddha-images in the Minasgra, it is said there 
that these figures, which may beeither erect or in the sitting posture, 
are placed on a throne (Simhasana) and are distinguished by the 
Aévattha (holy fig) tree as well as by the Kalpa-vrksa (mythic wonder 
tree), the latter, as we have seen, is represented in connection with other 
divine beings as well; but the a$vattha or ficus religious is characteristic 
of Buddha as the Bodhi tree, under which he attained enlighienment 
(Bodhi), belongs to that species. Another peculiar mark as has been 
duly noted by the author of the Manasdra, is usuisa or protuberance 
of the skull (usniSojjvalamaukika). For the rest, the appearance of 
Buddha is purely human. He has a full face, a long nose, smiling eyes 
and elongated ears. His body is fleshy, his chest broad, his belly round 
and his armslong. He wears a yellow garment (Pitambaradhara) 
and his complexion is white—Achar ya’s version. 

The Buddha image as described below has an abundant sculptural 
representation and it is only a perverted wisdom of eminent historians 
and-archaeologists to attribute its origin to foreigners. Man and man- 
kind is indivisible. The Aryan race is a pointer to this great truth. Those 
who came to India became Indians, imbibed the indigenous culture and 
gave something of their own also. This intermingling is the essence of 
culture, the essence of the dynamic character of culture and is also cha- 
racterised by the freshness of outlook, ideas and institutions. Gandhara 
art, which is accredited to have produced Buddha images for the first 
time, was no doubt flourished on the indigenous-cum-Greek inspiration, 
but nevertheless its setting was perfectly Indian and Buddha images 
therefore are cent per cent authentic representation of the iconology 
as elaborated below. Apart from Gandhara art in which innumerable 
Buddha images are illustrated, there is no dearth of Hindu sculptures. 
representing Buddha. T he Daéavatara reliefs throughout India 
include Buddha and Rao says that throughout the Chalukya and 


Hoysal countries Buddha is seen to have been invariably included 
nd his image is always found 


among the ten avatüras of Visnu a 
wherever these avataras are portrayed. Dhyana attitude and Yoga- 
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mudra are the prominent traits of his representation. It may! bè 
pointed out (cf. also Jain Tirthankaras) that even educated People 
sometimes fail to distinguish a Buddha from a Jina, the latter also 
being characteristically represented in these two prominent traíts, the 
Dhyana attitude and the Yogamudr&. The most distinguishing features 
ofthe images of Buddha are the clothes worn in the upavita fashion 
and the knot of hair on the top of the head. ‘The Jain images are 
completely divested of clothing and are stark nakel and are charac- 
terised by Srivatssa mark on the right side of the chest. i 
Vajrayana Buddhist Images f 
With this brief introduction to this first group of general Buddha 
images let us now turn towards the Vajrayana Buddhist images. 
The following tabulation, of this group of images as ramified into: 
so many divisions will be briefly adhered to in accordance to our 
arrangement in the Pr. Laks. pp. 277-93 as systematisated from their 
descriptions in the Sidhana-malg, the standard treatise of the sect, 


1. Buddhas, their Saktis and 9. Emanations of the five Dhyani 
Boddhisattvas and mortal Buddhas ; Buddhas 

"^. 2. Mafijusri and his 14 forms. 10. s ofthe four  ,, | 
3. Avalokitesvara and his forms Buddhas 
4. Emanations of Amitabha _ Ml. Emanations of Vajrasattva 
5. > of Aksobhya 12. The 782919105३ Mandala | 
6. 55 of Vairocane. 13. The Taras x | 
7. op of Amoghasiddhi, 14. The Independent deities: Gods | 
8. of Ratnasambhava and Godesses. 


1. The first-group includes firstiy the five (or say six— vide Vajra- | 
sattva’s inclusion also) Dhyani Buddhas or Divine Buddhas along with | 
their Saktis and Bodhisattvas; secondly the mortal Buddhas along | 
with their Saktis and Bodhisattvas and Maitreya, the future Buddha. | 
(४) (i) Dhyani (Divine) Buddhas are. | 
1. Amitabha 3. Vairocano 5, Ratnasambhava i 
2. Aksobhya 4. Amoghasiddhi 6. Vajrasattva. 

and they represent the first hierachy of gods in Buddhist - pantheon.' 
Allother gods emanate from one or tbe other or five or fcur of them 
collectively and they invariably bear the effigies of their masters on 
their head. The first five Divine Buddhas owe their origin to the 
theory of the eternity of the senses according to Aryadeva—vide 
Pr. Laks. p. 277 (the very first verse) or to the eternity of the five 
Skar dhas, the elements (—vide ibid). As regards the last or (the sixth) 
that is Vajrasattva, he is a later incorporation and is generally believed 
to be the priest of the five Dhyanis A more rational view would be^ 
to take the first five of them as ‘representing ‘the five mudras which: 


$ 
f 
| 
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Lord Buddha made sacred on memorable Occasions; 


as is evident from 
their representations in the art. 


x All of them closely resemble each 
other, the prominent difference. being the positions in which the hands 


are held and the vahanas on which they ride. Both these traits 
signify müdràs (cf. the writer's thesis below in which these Vahnas are 
also included into the broader connotation of Mudras—vide the 
Chapters on Mudras). Every Dhyüni is always represented in a 
sitting posture on a full blown double lotus which attitude is known as 
the Dhyanasana (cross-legged). The other attributes being bare head, 
curly hair, eyes half closed in meditation (dhygna). These are dressed 
like a monk. As regards their allocation in the Buddhist shrine, the 
Sttipa (the Budhist Universe), they, except Vairocana and Vajrasttvava 
are generally represented on the four sides of it facing the cardinal 
points. Vairocana being the deity ofthe inner shrine often remains 
unrepresented but sometimes he is seen between Ratna and Amogha. 
Now without going into further individual details (which may be 
seen in the Pr Laks, p. 277 and Bhattacharya’s book—'Indian Buddhist 
Iconography’) their tabulation may be seen in an appendix to this page 
in which numbers from first to fifth represent Amitabha Aksobhya, 
Vairocona, Amoghasiddhi and Ratnasambhava respectively: 


(ii) Devine Buddha-Saktis are also six: 


l. Vajra-dhatvisvari 4. Pandara 
2. Locana 5. Arayatéra and 
3. Mamaki | 6. Vajrasattvatmika, 


and they are affiliated to the six Dhayani Buddhas and are represented 
(not very widely. and rarely in full form) in the Stipa (only in their 
symbols or the yantras on a slab in a niche) occupying the corners 
intermediate between the four cardinal points. They take mostly 
lalitisana on a full blown lotus with emblems of lotuses and the 
characteristic poses of abhaya etc. Their colours and the vahanas 
partake of their consorts. l 


(iii) Divine Bodhisattvas are 

1. Samantabhadra 3 Ratnapani 5. Vi$vapàni and 

2. Vajrapani 4. Padmapani 6. Ghantapani 

and they are the functionary gods in the Buddhist pantheon. The 
Divine Buddlias are conceived as engaged in peaceful meditation 
and voluntarily restrain themselves from the act of creation, 
which task is assigned to their Bodhisattvas. In the Gandhara School 
of Sculpture there are innumerable Bodhisattva-images which fact 


. clearly speaks of the fact that as the word ‘Bodhisattva’ in earlier 


times was synonymous with Sangha or the Holy Order, every 
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Buddhist of the Mahayana Buddhism was entitled to be called a 
Bodhisattva. It is illustrated in the remains of the aforesaid sculpture, 
Buddhist philosopher-monks like Nagarjuna, A$voghosa, Maitreyadeva, 
"Aryadeva and the like were all represented as Bodhisattvas. 


The Buddhist religious texts say that the duty of the Divine 
Bodhisattvas is to do the work of a Mortal Buddha during the period | 
between the disappearance of one Buddha and the coming of the | 
next. ‘Thus’ says Bhattacharya—vide I. B I. p. 8: *Gautama Buddha | 
has disappeared and at least 4000 years after his disappearance | 
Maitreya Buddha who is now in the Tusita Heaven, would decend to 
earth. During he interval Padmapiini Bodhisattva or Avalokite$vara 
is doing the duties of a Mortal Buddha and thus he will continue 
so long as the Bhadrakalpa or the cycle of Admitabha continues.’ 


As regards their iconographical traits they take both standing and 
sitting attitudes on a full blown lotus and usually as holding in each 
hand a long stem of the same plant on which is placed the crest of 
his Dhyani. Each is covered by a robe, the upper part is covered by 

/ ascarf. The hair is cut short, on the head is a jewelled tiara which 
bears in the centre the effigy of that Buddha to whom the Boddhisattva 

owes its existence'—Bhattacharya. A- characteristic illustration 
| 

| 


representing them in bronze, hails from the UVahal at Patan in Nepal. 


(b) Mortal Buddhas :—are conceived on the pattern of the Hindu 
Incarnations. We know only one Mortal Buddha. Both the 
Mahayanis and the Hinayanis on the other hand conceive many of 
them and also conceive a Mortal Buddha possessing a good number of 
auspicious marks (32 major and 80 minor ones) along with a number 
of mental qualities—10 Balas, 18 Avenika Dharmas and 4 Vai$aradyas. 
Their list according to the Hinayana is 24 and the Mahayanis are con- 
fused about their Mortal Buddhas known as Tathagatas. Among them 


7 are well known and are tabulated as here under along with their 
Saktis and Sattvas: f 


| Mortal Buddha ^ © His Sakti His Boddhisattva 
| 1. Vipa$yin. " * VipaSyanti * Mabdmati leis : । 
ii 2. Sikhi Sra . Ratnadhara 
| 3. Viévabhü = Visvadhara Aküsagafija 

4, Krakucchanda Kakudvati Sakamangala 

5. Kanakamuni Kanthamalini Kanakarija 

6. KaSyapa Mahidhar& . Dharmadhara 

7. Sakyasimha YaSodhara manda 


N, B. “Only three names are familíar—Sakyasimha, his wile 
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Yagodhara and his favourite disciple Ananda and so are historical 
others may be treated as Paur&nic (if not legendry). 


(c) Maitreya, the future Buddha—though not yet born, he is 
represented alright (cf. Gandhara Sculpture and a colossal image at 
Uddiyana) He is at present passing the life of a Bodhisattva in 
Tusita heaven and would descend to the earth full 4000 years after the 
disappearance of Gautama Buddha for the deliverance of al] sentient 
beings. 


2. Mafijusri—and his manifold forms represent the second 
group of Buddhist icons. His accounts are both historical and 
legendary; though the latter may also be regarded as significantly 
real. His place in the pantheon is of a very high order, one of the 
greatest Bodhisattavas and he is conceived in various forms. He is 
specially glorified in the Svambhüpurana, especially in rclation, as 
hinted below, to the Adi Buddha and his sacred Svayambhü-ksetra 
in Nepal. He is conspicuous either by his early representations or the 
early references in the literature. His name occurs for the first time 
= Sukhavati Vyüha. According to the SvayambhUpurana ManjuSri 
belonged to China and was a great saint. One day receiving a divine 
intimation that the Selfborn Lord, Adi-Buddha has manifested 
himself in the form of a flame of fire ona lotus rising from the lake 
Kàlihrada in Nepal, he forthwith started for the place to pay his 
homage. He was also accompanied by a large number of his 
disciples, his two wives and king Dharmakara of China. When he 
reached his destination, he experienced difficulty in approaching the 
god, so he cleft asunder, with his sword the barrier-hill and the 
opening was made from where water rushed through it leaving a 
vaststretch of dry land behind to make a path accessible to the 
Lord. That dry land is the Nepal valley and that Bhagmati is still 
called Kot-bar or sword-cut. MahjuSri then got a temple erected 
there for the enshrinement of the Flame and himself also began to live 
there on a hillock where he also got a monastry built to house his 
disciples. This monastry came to be known as Manjupattana. 
King Darmakara was made king of Nepal by him. Having accomp- 
lished all this, he returned home and soon obtained the divine form 
of a Bodhisattva leaving his mundane body behind. 


Mafijuéri’s position in the pantheon is unique in regard to his 
independent existence. It is not only controversial, but also dubious 
if he can be regarded as an emanation from Dhyanis as a rule. Being 
a historical personage he was regarded as a Bodhisattva in the same 
way as Aévaghosa or Nggarjuna; hence his affiliation was not so easy 
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to propound. Nevertheless some considered him to be an emanation of | 
Amit&bho, others of Aksobhya; still others of the group of the five: | 
Di Buddhas.) 7 += ` = a 
f a quate his iconography Bhattacharya says :—“Ordinarily | 
Mahjuéri carries the Sword and the Book in his right and left hands, | 
In representations we sometimes find .these two symbols placed on 
lotuses. He is accompanied sometimes by Yamari, or by his Sakti 
alone ; sometimes by Sudhanukumüra and Yamari and sometimes | 
again by the four divinities, Jilinikumata also called Suryyaprabha, ? 
Candraprabha; Ke$ini and UpakeSini. Though the last four are: | 
required to:be present with Arapacana, they are found represenied | 
in-other places also”... ^ | 
His 14 forms :—are tabulated as hereunder and the other details | 
of iconography may be gathered from the Pr. Laks. p. 278-9; also: | 
writer's Pratima-Vijnana p. 301 : 


I Emanations of Amitabha JII Emanations of the five D. Buddhas 


1. Vik 7. Nügi$vare . । 
d 2. Dharmadhatu-Vagi$vara . 8. Mafijuvara 

If Emanatious of Aksobhya , 9. Manhjuvajra 

3. Manjughosa — : 10. Manjukumira । 

4.Sidhaikavira - IV Independent Forms Y 

5. Vajrinanga T ! 11. Arapacana | 

6. Nāmasangiti ‘ 12. Sthiracakra | 


13. Vadirat and 
14. Manjunatha 
3. -Avalokite$vra :—is the most popular god of the Mahayanis. 
He is famous as a Bodhisattva and is said to have emanated from the 
Dhyani, Amitabha and his Sakti, Pandar&. As his master, Amitabha is 
the presiding deity of the present Bhadrakalpa, Avalokite§vara is 
assigned the work between the period of the disappearance, of the 
Mortal Buddha Sakyasimha and the advent of the future Buddha, Mai- 
treya, He is famous for his unbounded and universal Karuna and has È 
refused Nirvana, till he sees all the sentient and insentient beings 
emancipated: This universal: Karuna ‘ofthis great Bodhisattvahas - 
found a universal love for-him-among the Buddhists all: over“the 
world. He -is characterised as the best of the Sangha, the Jewel: of the 
Buddhist Church or Sangharatna. 


m 


` Avalokite$vara according to the popularity noted below is | 
characterised by one hundred and eight forms, a tabulation of which | 
is given in my Pratima-Vijiana. p. 312. “The Macchandar Vahal, 
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oné of the numerous-Viharas in Kathmandu has paintings in, many 
colours of one hundred and eight variations of this Bodhisattva on 
wooden panels surrounding the temple on three sides. The paintings 
appear to be at least two hundred years old, and they bear inscriptions 
in old Newari, giving their respective names". The Sadhanamala 
gives altogether 31 Sadhands which describe him in a váriety of forms 
under the name of Avalokiteávara or Loke$vara. Among these 
varieties the following 15 are more prominent. All except the last 
of these varieties bear the figure of the Dhyani Amitabha on the crown 
as LokeSvara is his emanation; the 1500, Vajradharma is said to beár 
the figure of the five Dhyanis. The details of their respective attributes 
may be seen in my Pr. Vijiiana p. 302-3; and Pr. Laks. p. 280-82; ‘for 
the exigencies of the space only their tabulation will suffice here: 


Fifteen Forms of Lokesyara:— ; ee 
1. Sadaksari 7 Wari-hari-hari- _ 11. Nilakantha 


2 Simhanada vahanodbhava 12. Sugatisandar$ana 
3. Khasarpana 8. Trailokya- 13. Pretasantarpita 
4, Lokanatha s vagankara 14. Sukhavatl and 

5. Halahala ` . 9, RaktalokeSvara 15. Vajradharma 


6. Padmanarte$vara 10. Mayajalakrama 

N.B. (i) Padmanarte$vara (6) has got 9 rūpas—see details in 
I.B.I. p. 41-45 and Pr.Vijn. p. 303-45 RaktálokeSvara also has 2 rūpas, 
ibid. : aud 

N.B. (ii) Further a notice of the Hindu gods conceived as 
Vahanas (cf. 7) is remackable for the perverted and zealous iconolatry 
of the Buddhists. : 

4, Emanations of Amitabha:—are the 4th group of Buddhist 


icons as classified ahead. These include both gods and goddesses: 
the former are only two in number: l. Mahabala and 2 Sáptaéatika 


. Hayagriva both of. which are unrepresented in sculpture and the 


latter are comprised. of the following goddesses: 
1: Kurkulla:—(i) Sukla (ii) Tarodbhava (iii) Oddiyàna and 

Astabhuja, the last of which"is charrcterised by a mandala of 12 

surrounding divinities : 


2. "Bhrkuti and 3. Mihasitavati ~amongst these Kurukulld is the 


-most important arid popular :goddess -to whose worship no less than 
.]4 Sādhanās are devoted in the 'S:M: Mahasitavati is also knowa às 


one of the Pancaraksas or the five Great Protectoresses. Sri Bhattar 
_charya remarks that none of these goddesses are found. represented in 
. gculpture and. bronze, though paintings are exceptions; 425 
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Thus the total number of gods and goddesses as emanating from 
the Dhy ani Amitabha are 18 gods (14 forms of Avalokite$vara, two 
forms of Mañjuéri and these two) and the three goddesses, al 


twenty one 


5: Emanations of Aksobhya :—are plentiful and are consisted of 
gods as well as goddesses. Among the Dhyini Buddhas he has the 
largest emanations, because he is the earliest to enter into the Pantheon, 
His blue colour is taken to represent his terrific nature and so it is 
associated with the terrible deities in the S. M. and with the gruesome 
ritesin the Tantra. Sri Bhattacharya says “The deities emanating 
from this Dhyàni Buddha have generally the blue colour and they are 
usually terrible both in appearance and in deeds. Excepting perhaps 
Jambhala all other male emanations of Aksobhya have terrible 
appearance with distorted face, bare fangs, three eyes, protruding 
tongue, garland of heads and skulls, the tiger-skin and ornament of 
the snakes." 


(A) Gods:—Let us begin first with gods, which are seven as 
tabulated here under (see details of iconography Pr. Vijn. p. 305; 
Pr. Laks. p. 283-86): 


l. Gandarosana 3. Buddhakapala 5. Hayagriva 
2. Heruka 4. Vajradaka 6. & 7. Yamari & Jambhila 


N.B. Heruka has 3 forms—Dvibhuja, Trailokyaksepa and Catur- 
bhuja; Vajradaka also has 3 rupas—Samvara, Saptüksara and 
Mahamaya and Yamari Principally of two forms—Rakta and Krsna, 
his Jatter form being varied again into three (cf. I.B.I. p. 71-73). 


(B) Goddesses ;»—emanating from this Dhyani are not all terrific 
in Talure, some of them like Prajfápüramità, Vasudhara end 
Mahàmantrünusarini are of generally peaceful forms. No lees than 


11 goddesses (for details of iconography see Pr, Vijn p. 306. Pr. Laks. 
p. 386-88) emanate from Aksobhya and they 


are: 
]. Mal acinatara 5. Prajfiápáramità 8. Mhapratyangira 
2. Janguli 6. Vajracarcika 9. Dhvajagrakeyura 
3. Ekajata 7. Mahamantrany 10, Vasudhara and 
4. Parna$avari sarini e 


11, Nairatmya 
N. B Janguli has three entirety different forms—two with one 
face, four atms and one with three faces and six arms, Ekajata too has 


dif yatiet y of whinh is known as Vidyujja- 
lakarali, who is said to have originted from the sweat of Buddha; 


Prajtaparamita is also characterised by two forms under Sitapr:jiapa- 
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takes two forms. 


6. Emanations of Vairocona:—are all feminine, We know Vairocana 
is the lord of the sanctum of the temples and so all his emanating 
goddess reside therein. Among the five goddesses emanating from this 
Dbyani, Marici is the most important and popular and who is believed 
by some as the consort of Vairocana. Without going into the details 
(which may be seen in Pr. vijn. p. 306-7 ; Pr. Laks. p. 288-9) these five 
goddesses along with their sub-forms are : 


1. Máric २४) Da$abhujasita M. mardini 
(i) ASokakanta (vi) Vajradhacvisvari M. 5. Vajravarahi—3 forms 
(ii) Arya-Marici 2. Usnisavijaya áth is Aryavajrava- 
(iii) Marici-picuva 3. Sitatapatra E 
(iv) Ubhayavarahanana 4. Mahasahasrapra- 

7. Emanations of Amoghasiddhi :— like those of Vairocana are also 
entirely feminine in character. Among the seven goddesses (cf. Pr. Laks. 
p. 289 and Pr. Vijn. p. 307 for details) tabulated hereunder, Parna$avr 


| 

ramita and Pita-Prajnaparamita and Dhyajagrakeyura similarly also 
| 

| 

| 

| 

| 

| is repeated (cf. Em. of Aks.), 


1. Khadiravani Tara 4. Dhanada Tara 7 Vajrasrnkhala 
2. Vasyatara 5. Parna$avari | N. B. Taras so 
3. Sadbhuja-sitatara 6. Mahamayuri common. 


8. Emanations of Ratnasambhaya—are very few as he is compara- 
tively a late arrival in the pantheon. In the Sada only two 
male and two female deities are affiliated to this Dhyauni Buddha. The 
two male deities which have been affiliated to REPRESEN are 
Jambhala and Ucchüsma-Jambhála, the latter being regarded as a 
terrific form of the former. 


| Jambhala was known long before the Dhyani Buddhas were 


ushered into existence. Jambhala like Kuber was connected with 


wealth and is said to distribute gems and riches to his devotees and so 
for such a deity who could have been better fitted than a ERA 
‘born of jewels’ to become his sire. Now the characteristic features ० 
Jambhila (here in this emanation cf. his another emanation En 
Aksobhya) are firstly that he carries the mongoose (ihe nera e 2 
all gems and jewels) in his right hand and the citron in the P s 
secondly he is associated with Yaksas (who are also ri x y 
oU. wealth, being the guardian of treasures and the zn o a ra E 
the Hindu god of wealth). He is ‘represented E 2 E well as > र 
yab-yum, in the latter he is accompanied with Vasudhara, his conso. M 
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and so when represented in this union he sits on the moon under Which 
is the double lotus of eight petals, which in their turn are occupied by 
the eight Yaksas—Manibhadra, Pürnabhadra, Dhanada, VaiSravagn, 
Kclimali Civi-kundali, Sukhendra and. Carendra and they in their 
turn are also in Conjugation with their Yaksinis—Gitrakali, Datta, 
Sudatta, Arya, Subhadra, Gupta, Devi and Sarasvati, all of them 
partaking the appearance after Vasudhira. à 


As regards Ucchusm-Jambhala, ‘he stands in.Pratyalidha attitude 
with his left leg stretched forward on the forehead of Kubera while the 
right tramples upon his two legs. He has a terrible appearance with 


. protruding belly, bare fangs and the ornaments of snakes. He holds 


the kapala full of blood, against his breast and looks eagerly towards 
dt with his three eyes’, ‘A unique image has been described by Rai 
Bahadur Daya Ram Sahni in the Museum Catalogue under No. B (e) 
l. In terms of the Sadhana the image should bear on its crown either 
the image of Aksobhya or of Ratnasambhava, but neither of them is 
to be found. It is Amit&bha, who is there. We cannot, however, 
reject the identification on this ground only: for dressed in celestial 
garments and ornaments, the Hindu God, Kubera, lying flat on the 
ground, is pressed down by the two heavy legs of Ucchüsma and 
vomits out all the jewels he had in his stomach’—Bhattacharya. 


Goddess—emanating from Ratnasambhava are Maha-pratisara 


(who is also the first of the Paficarakssa group) and Vasudhir&, the 
consort of Jambhila. ^ 


9. Emanations of the Five Dhyani Buddhas—bear the images of only 
Vairocana, Amitabha Aksobhya, Ratnasambhava and Amoghasiddhi 
on the crown (leaving Vajrasattva out, who is a later interpolation). . 


Gods—Besides several forms of Mafjuéri and one form of 
Avalokite§vara, two gods only are said to emanate from a combination 
of the five Dhyani Buddhas. The first is Jambhala (also regarded as 


an emanation of either, Aksobhya, or Vajrasattva), and the second is 
Mahakala? à 


Jambhala—may be left out and let us 
whose epithet of ‘paiicabuddhakritin 
may have one face with two, 
sixteen arms. He is ‘one of the 
Sadhanamala with ornaments o 
and garments of tiger-skin’, 
‘the birth-place of Tantric-Bud 

she has four ‘varieties, two 


concentrate on Mahakala, 
am’ signifies his sires alright. ‘He 
four, or six arms, or eight faces with 
many terrible deities described in the 
f snakes, canine teeth, protruding belly 
Images of Mahakala abound in Nepal, 
dhist images, In variation of his arms, 
"armed, four-armed, six-armed and sixteen" 
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armed; in the last of which Mahakala should ( 

uld be surrounded 
goddesses, three in the three cardinal points, (fourth b ene 


: ann s eing occupied b 
nim) and the other four in the four corners (see details in I. B. I. e 


Goddesses--emanating from a combination of the five Dhyanis are: 

l. Vajratara 2. Sitatard, 3. Prajfiápármita and Kurukullà. The 
first has a. mandal constituted by eight goddesses occupyin the fo i 
cardinal points and the four corners. (see ibid 124), आए ता i 
guardians guardingher gate. The third one i. e. Kurukala is called 
here Mayajalakrama. : : 

10. Emonations of Four D. Buddhas—only one Vajratara. 


]l. Emanationsof Vajrasattva—are also insightficant—only cne 
god and one goddess, the former being represented by Jambhaia (cf. 
his varied associations) and the latter by Cunda. 


12. Paficaraksa Mandala—is consituted by Mahapratisara, 
Mahisáhasrapramardini, Mahimantrinusiirini, Mahamayüri and 
Mahasitavati and are called Paficaraks& deities. Originally they are 
affiliated to the five Dhyünis and when worshipped in the Mandala 
their forms differ to same extent. These deities are very popular with 
Mahayanists as every monk keeps a copy of the Paficaraksa manuscript. 
Except Mahasthasrapramardini, all the remaining four are peaceful 
in apperaance, and the order of the Mandala is as follows: the middl* 
goes to Mahapratisara, who is sarva-Sukla; to her east should be 
Mahasahasrapramardini who is blue in complexion; to her right i. e. 
south is Mahümayüri who is yellow in complexion; to her west is 
Mahiimantranusarini who is also of white complexion and lastly to 
the north is Mahasitavati who has green complexion. 


13. Taras—the Tantric goodesses play a prominent part also in 
the Buddhist pantheou. They are classified firstly as ordinary Taras 
and extraordinary ones, basis being the colour of all the varieties they 
asume. The former group is consisted of Green Taras and White Taras 
and the latter (i. e extraordinary) is composed of Green, White, yellow, 
Blue and Red Taras. Let us tabulate all these seven groups: 


I Ordinary Taras. 5. Caturbhuja Sitata1a 

(i) Green Variety. 6 Sedbhuja $ z 
l. Khadiravani 7. Vigvamata » 
2. & 3. VaSya andArya 8 Kurukull 
4. Mahattari- and 9. Jangui — 
5. Varada (iii) Yellow variety. 
(ii) White Variety. 10. Vajratara 
6. Astamahabhaya and 11. Janguli 
7. Mrtyuvancana 12. Parna$avar 

II Extraordinary Taras m E 
(i) Green Variety n 
l. Durgottarini (iv) Blue Variety. 
2. Dhanada - 15. Ekajata 


2 Mahacina . 
3. anguli 1m i 
4. ParnaSavari (n RA Me 


(ii) White Variety. 


17. Kurkulla. i नि 
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14, Independent Deities—are (cf. the classification of the 14 groups 
cf Buddhist images) the last group comprising both gods and goddesses; 
It may be said here that these independent deities are so called because 
they are independent of the sires and how can Hindu gods, like Gana- 
pati, Sarasvati etc, be assigned to a peculiar siredom of the Dhyànis ? 
Bhattacarya says: ‘In the Sadhanamala there are six male gods who 
could not be assigned to their sires. This number is increased by one 
if we include Parama$va, another form of Hayagriva without crest, 
who emanates from either Amitabha or Aksobhya. Not knowing to 
whom Paramü$va may be assigned he is dealt with under the 
independent deities. If we add Namasa giti from Dharamakosasa- 
mgraha of Amrananda, the number rises to eight? Accordingly the 
following gods in the Buddhist Iconography are known as independent 


ones: 

(a) Gods 
l. Ganapati 5. Vajrajvalanalarka 
2. Vighnantaka 6. Trailokyavijaya 
3. Vajrahunkara 7. ParmaSva and 
4. Bhütadamara 8. Namasangiti 


N. B.—Bighnantaka is closely associated with three other gods, 
Padmantaka, Yamantaka and Prajnantaka, who are generally represen- 
ted as guardian of the gates in Mandalas. Vighnüntaka isrepresneted 
in various forms. The name is significant as the word ^Vighna" 
or “obstacle”? refers to the Hindu god, Gane$a. Accordingly he 
tramples the prostrate figure of Gane$a under his feet. As to the origin 
of this god there runs a Nepalese legend ‘that at a certain time an 
Odiyana Pandit was performing certain Tantric rites on the bank of 
Baghmati river near Kathamandu in order to obtain a particular siddhi 
(perfection). Gan$a, it is said, being strongly opposed to the idea, began 
throwing dangerous obstacles in the way of the performance of the rite. 
The Odiyana Pandit without seeing any succour invoked the god 
Vighnantaka, the destroyer of all obstacles and 10! Vighnantaka 
instantly appeared in a terrible and fierce form, armed with many 
destructive weapons. He gave a hot chase to Ganeéa, who was by 
this time, flying in terror, and in no time overcame the latter.’ 


Goddesses: 
l. Sarasvati T 2. Aparajita 
(i) Mabasarasvati 3. Vajragandhari 
(ii) Vajravina 4. Vajrayogini 
(iii) VajraSarada 5. Grhamatrka 
(iv) Aryasarasvati 6. Ganapatihrdaya and 
(v) Vajrasarasyati 7. Vajravidarini 
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N. B. Sarasvati a Hindu goddess has been modified here by the 
Buddhists under so many forms. Aparājitā also being one of the 
popular Saivi Devis,has become here a very interesting Buddhist 
goddess. She tramples upon Ganáa and one of her hands is raised in 
the attitude of dealing a slap and her parasol, according to the Sadhana 
is held by important Hindu gods. Here end all the 14 groups of Budd- 
hist icons, let us now take up their iconology. 

The Secret Iconology—A good many noted Mahāyān sts were 

great scholars. They were not only great philosophers but also 
Pandits of the day. Their leanings towards Tantricism simply made 
Mahayana immortal. Tantricism in its pure form is the sublimest of phi- 
losophy, lofliest of metahysics and the strictest of discipline. But when 
it became the property of the common men, it got degenerated. A 
word therefore is needed to be said on this high philosophy or the 
Vajrayana view of the Vajrayana-Buddhist images. All their gods 
are symbolic. A deep spiritual significance is attached to the colour, 
the weapons and 8sanas. ‘For instance in Santikavidhi or propitiatory 
rite the god will take the white or yellow colour, in Paustikavidhi or 
protective rite the yellow colour, in VaSyavidhi or bewitching and 
Akarsana or the rite of forcible attraction, the yellow, green or red 
colour, and in Ucatana (destruction of dwelling houses) and Marana 
(destruction of enemies), the god will be generally blue. “The asanas 
havelike-wise a spiritual significance: The Vajraparyanka attitude 
signifies meditation, the Ardharyauka and Lalitasana signify serenity, 
the Alidha heroism, the P.aytyalidha destruction and loathsomeness, 
and the dancing attitude in Ardhaparayanka signifies wrath and 
horror.’ 

The conception of yab-yum in its prinstine form is simply very 
lofty. It has been very ably worked out by Sri Bhattacharya— vide 
I. B. 1.9. 163-67, and I am taking liberty to reproduce its som: 
portions here to bring home to my readers the real genesis of Buddhist 
iconography: ‘The Tibetan yab means the honourable father, and 
yum the honourable mother. Therefore the word yab-yum means 
the honourable father in the company of the honourable mother. A 
yab-yum -image -has a deep spiritual significance. It signifies ek 
the god, the embodiment of Stinya represents perfection. hae 
attained Sünya (Karun&) and therefore the highest stage of Nirvana. 
Accordingly the conception of Sunya in Vajrayana took the concrete 
shape of a god and a goddess—vide its representation in Heruk and 


“The god Heruka, the embodiment of Sünya, carrying 


Nairatm& "e 
weapons, the embodiments of Bodhicitta also of the nature of Stnya 


is embraced by Nairatma, whose essence is also Sanya, carrying 
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weapons also of the nature of Sünya. 'Thus poid with void commingles, 
This is the highest state—the AnupadhiSesa Nirvana.” “The yab-yum 
figures representing Sünya in the form of Heruka " the embrance of 
Sunya in the form of Nairatma, were held up before the masses as 
ideals, and they readily attracted them and helped them in their 
conception of a bright and definite spiritual prospect ” “The perfected 
Bodhicitta in the embrace of Sünya or Nair&umü as represented in 
yab-yum figures is likened by Saraha as salt and water. As salt can not 
be taken out from water, so the two yab-yum figures are eternally 
united into one. This is what the Buddhists call *Advaya" where all 
conception of a duality ceases. This is Heruka represented as single,’ 
Bddhists of the Vajrayana considered Sünya asthe Ultimate Reality, 
and they believed that the host of gods and goddesses including the 
Dhy&ai Buddhas are Sünya inessence". “The whole of the Buddhist 
Tantric literature is full with ideas of this kind; for instance in 
Advayavajra we find—“The divinities are manifestations which are 
naturally non-existent. Whenever there is manifestation; it must 
be Sünya in essence: 


स्फूतिश्च देवताकराः निःस्वभावो स्वभावतः | 
यदो यदा भवेत्‌ स्फूतिः सा तथा शून्यतात्मका ॥ 


The innumerable gods and goddesses of the Vajray&na pantheon 
‘thus are all manifestations of the Sünya. And Sünya being identified 
with compassion, conceived as manifesting itself in different forms, the 
result was the emergence of different divinities carrying different 
weapons and shown in different Mudras. Secondly the Rasas or 
sentiments also played in the manifold conceptions of gods and 
goddesses. Thirdly the number of deities increase also in accordance 


with three Kayas, the four Anandas, the five Skandhas, the ten 
Tarmitas and so on. 


A peep into the Buddhist Art—is now necessary as promised by me 
in the beginning. Howsoever summary a treatment of Buddhist images 
we are now No more novice in theimatter and therefore we can well 
appreciate this artistic heritage of India, inspired by. Buddhism both 
by its early phases of evolution and its later developments. 


Stupas—a reference has already been made to the Stüpas and the 
tradition of enshrinemnt therein, of the Dhyani Buddhas and their 
Saktis. Siüpas, though falling in the domain of architecture, really 
represent the aniconic form of worship in Buddhism. Aniconism has 
always preceded before iconism. Stupas therefore may be taken 2$ 
the first representation of this universal truth, E 
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RR the next evolution of the Buddhist aniconism-cum- 
iconism. The three jewels—Dharma, Buddha and Sangha—came to 
be represented both in symbolic and jn human fern Nepalese 
Buddhists were the first to conceive the Holy Triad in human robo 
“When represented in art, Dharama shows the Afijali against dis 
breast in the first pair of hands and carries the rosary and the double 
lotus in the second; Buddha shows either the Samadhi or the 
Bhümispara$ana Mudra; and Sangha, a male divinity shows the 
Dharmacakra Mudra in the first pair of hands and the rosary and 
the book in the second pair.’ 


Gandh@ra Art:—Historians and archaeologists like Foucher held 
that the Graeco-Buddhists carved out the first statue of the Buddha 
in Gandhara. “The intermixture of the Greek with the indegenous 
plastic art gave rise to what we now call the Graeco-Buddnist Art, 
popularly known as the Gandhara School of sculpture. Buddha was 
the chief object of representation in this art; the events and stories 
from his life were represented; many of the Jataka stories of his previous 
births were also represented. At Taxila, Peshawar, Sahri-Balhol and 
numerous other places in the North-West Frontier Province, heaps 
of stones have been unearthed bearing innumerabe images of Buddha 
in different attitudes (Asanas) and different gestures (Mudras). 
Besides Buddhas images, we meet with the images of Jambhala, 
Maitreya, Hàrit, the Indian Madonna, and her consort, and other 
Bodhisattva images in the Gandhara Art, besides numerous other 
things.” The beginings of this school may be assigned tothe Ist 
century B. C. 


The Mathura School of Sculpture—in relation to Buddhist images 
may be taken as the second phase of the development in Buddhist art. 
Vogelhas characterized the mixed character of this school ‘in which 
we find on the one hand a direct continuation of the old Indian art 
of Barahut (Bharaut)and Sanchi and on the other hand the classical 
influence derived from Gandhara.” ‘This school also produced 
numerous Buddha and Bodhisattava images, the image of 
Kubera, the scenes depicting the four principal and the four minor 
scenes of Buddh’s life generally, including other scenes also. The 
Yaksas and the Nagas which are the common property of the Hindus 
and the Buddhists, are to be frequently met with in this art.’ 


The famous monastaries—of Odantpuri, Nalanda and Vikramaéila 
were centres of the Vajrayana exuberance where a large number of 
the pantheon was represented in art. The Excavations at Nalanda 
have brought innumerable images belonging to the higher form of 
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Tantra which have been unearthed there and they exhibit! this 
exuberance in a remarkable manner. Other monastaries especially the 
Odantapuri, Uddiyan or Orissa may also simply open a vast vista of 
vision through which we would be seeing a gallaxy of gods and 
goddesses, as we see in case of Hindu temples and their rich and varied 
sculptures. 


Cave temples—like Ajanta, Ellora and many a south Indian sites 
also are remarkable for the monuments of art, where the art remains 


uninfluenced to a considerable extent from Tantricism. 


Bengal School of sculpture—in relation to Buddhist images is also 
significant as its influence on Java monuments is now an established 
assertion. | 


Nepal and Tibet—may be said to be the cradle and death of 
Vajrayana, the former in regard to its great contribution in the 
domain of creatives conceptions and beautiful specimens of art, and 
the latter in the sense of its mishandling Tantricism and this simply 
debashed the whole pantheon. 


Illustrations—may be seen in the authoritative books of Buddhist 
art. Here the following tabulation centre-wise of the images described 
below would suffice. (N.B. D. Bu.stands for Dhyani Buddha; D Bo. 
for Divine Bodhisattva; Ava. for Avalokite$vara; Mafiju for Mafijuéri; 
E. for Emanation; Ak. for Aksobhya; V. for Vairocana; Am. for 
Amoghasiddhi; R. for Ratnasambhava; Fi. for five; & fo. for four). 


A. Aniconic: Vajradhara yab-yum 


Stupas: Three celebarated Stupas. — Aksobhya D. B. 
(1) Simbhu Nepal Vairocana » 
12) Baudha "mh Amoghasiddi » 
(3) Kathe Simbhu D Ratnasambhava » 
The Buddbist Triad. Vajrasattva » 
1. Dharma I. B. I, (single & yabyum). 

2. Buddha Pl. IIT Samantabhadra D. Bo. 
3. Sangha 5, Vajrapani i » 
Bodhi Tree. Amaravati Ratnapani » 
Buddha's Usniga— Bharhut Padmapani » 
Buddha's foot-prints ,, i Vi$vapani » 
"Wheel of the Law » Namsangiti Mafij. 
B. Iconic B Vagigvara » 
(i) Nepal : ! Dharmcakra : » 
Adi Buddha (Painting): Arapacana 39,57 
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Simhanada (3) Ava. 
Sadaksari 5 
Lokanatha 5 
Halahala 5 
Padmanarttesvara E 
Hari-hari-hari-vahanodbhava ., 
Raktalokesvara 5 
Mayajalakrama "m 
Sukhavati - 
Yamantaka E.R. 
Pratyangira 5 
Jambhala E.R. 
Vasudhara rb 
Mahakala E. Fi. D. B. 
Vajratara E. Fo. D. B 
(ii) Indian Museum 

Vajrapani 


{ Seven Mortal Buddhas 
with Maitreya 


EE Buddha 


Maharajalila Maij. 
Manjuvara (2) 9 
Sadaksari Group Ava. 
Khasarpana » 
Ekajata E.A.k. 
Parnagavari » 
Nairatma (5 
Astabhuja Marici (2) D 
Usni savijaya » 
Khadiravani Tara (3 E.V. 
Vajratara E.F.D.B. 
Prajnaparamita » 
Mahattari Tara 

Aparajita 


(iii) Sarnath 
Sidhaikavira Manj 


Sadaksari Lok. with 
Sadaksari Mahavidya 
and Manidhara 


Sadaksari Mahavidya ^ 'Ava.' 


Lokanatha » 
Nilakantha 


Ucchusma Jambhala B. R : 


(iv) Vikramapur Dacca 
Khasarpana Ava. 
Parnaéavari E. Am. 
Jambhalas E.R. 
(v) Nalanda 

Buddha in different Mudras 
Vajrapani 

Mafijuyara Manj. 

Yamantaka E A. 

Vajrasarada 

Aparajita 

(vi) Dacca Museum 
Arapacana 

Heruka B.B. 

Khadiravani Tara E.V. 
Mahapratisara E.R. 
(vii) Bangiya Sahityaparisad 
Sthiracakra 

Nairatma E.A. 


Vighnantaka 

(viii) Dacca Sahitya Parisad 
Mahapratisara E.R. 

(ix) Birbhum (Bengal) 
Manjuvara Maij. 

Sadaksari Group Ava. 

(x) Mahoba 

Simhanada Ava. 
Lokanatha - 
Khadiravani Tara E.V. 
(xi) Magadha i 
Simhanāda Ava. 
(xii) Bodh Gaya 
Trailokyavijaya 

(xiii) Orissa 

Vajratara 

(xiv) Lucknow Museum 


Astabhuja Marici EV. 
(xv) Java 

Buddha in different mudras 
Arapacana 

(xvi) British Museum 

Cunda E. Fo. D.B 

(xvii) Leiden 

Prajnaparmita E.A.K. 
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APPENDIX A Part 1 p.86 & 92 
CHART NO. 1 
PROPORTIONS OF THE DIFFERENT LIMBS OF THE MALE FIGURES 
(VIDE THE S.S. CHAPTER 76) 


PARTS OF THE BODY. MEASUREMENTS |. 
Length Breadth 
(i). The Ear | 
'The middle of the eye and 5 Angulas | 
the ear 


The ears and the eyes. Equal in dimensions-in length 


& twice the height. 

N. B. The further text 7th & 8th & 9th verses being corrupt, no i 
authentic interpretation is forthcoming till the correct 
manuscript is available—it, however, gives a clue for the 
dimensions of the ear. 


Karnapippall I Angula 4 Yavas | 
The lakara in the middle of $ Angula 1 Angula 
the pippali and the adhata (Its depth in the middle being 

4 Yavas). 
The ear-hole at the root of 4 Yavas. 
the pippali 
Stütika 4 Angula 2 Yavas 
Piytsi (in the middle of 2 Angulas 14 Angulas 
the Lakara and the Avarta) 
Avarta (The external lines 6 » 
of the ear) (It should be vakra & vrttayata, 

crooked and elliptical). 

| 


hi The MiulamSa, i.e. the 


space at the rootof the ear 4 Aügula in girth. 


35 35 


| | Ditto (in the middle) MESES xj pp 
i| Ditto (further up) Mule Yiavia 955.55 
lili Uddhata (the middle of the 3 Yavas 


Lakara and the Avarta) 
The upper expansion of 


the ear One Golaka & ? Yavas. 
The middle one Twice the Nala. 
At the root 


'Taken as a whole 
Nala (the hind) 
Nila (the frontal) 
_ The two soft n&las-komala 
nélas 


6 Matras. 

2 Golakas in girth. 
One Angula in girth. 
1 Angula in girth. 

2 Kalas in girth, 
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(ii). The Chin 2 Angulas in length, 

The lower lip (adhara) 1 Angula 

'The Upper lip 3 

Bhaji 4 Angula in height. 
(iii). Nose 4 Angulas in length, 

Nose sides 2 Angulas. 

The two Nasaputas ith of the lips. 

i. e. Nose holes 

Their sides Equal to Karvira. 
(iv). Forehead 8 Angulas & 4 Angulas (in 

breadth). 


N.B. (i) Thus the text lays down that right from the chin to the end of 
the hair as well as cheeks etc., the total dimension of the 
head—the Siras comes to 32 Angulas. 


(ii) The text further on being corrupt, the dimensions of 18 Angulas 
and 24 Angulas are difficult to make out. 

(iii) The proportions of the chest and the navel go after those of the 
neck, similarly those of the penis are said to be two parts, 
F- thighs and the legs (from ankle to the knee) are equal 
and the knees ( januni) 4 Angulas. 

(v). Feet. 14 Angulas in length. 

6 Angulas in breadth. 
4 Angulas in height. 
The toes of the feet. 5 Angulas in girth and 
j 3 Angulas in length and 
1 Angula plus 3 Yavas of height. 


The Fore-finger (Pradesini) . 5 Angulas & 3 Angulas. 
The middle finger € Less by one-sixteenth of 
; Pradesini. 
The Anamika, the third Less by one-eighth of the middle 
finger. one. } 
The Kanisthika. Less by one-eighth of the 
Anamika. 
The nail of the toe. Three-fourth of an Angula. 
The nails of the fingers. ? 
(vi). The girth between the legs. 18 Angulas in girth. 
_ (From ankle to the knee). 
(vii). The girth between the knees 21 Angulas. 
The bone of knee- One-seventh ofits girth: - 


(viii). The girth between thighs. —.. .32 Angulas, 


CC-0. Gurukul Kangri Collection, Haridwar ES EV B 


$58 
(ix). 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


The Scrotum 
The penis 


The Kosa 


(x). The Waist 


(xi). 
(xii). 


The girth in the middle of 
the navel 
The space between the two 

breasts 


(xiii). The sides of the arms 
(xiv). The length of the back 


The girth of the back 


? 


Laid on the scrotum & its girth 


being 6 Angulas, 
4 Angulas. 
18 Angulas, 


46 Angulas. 


12 Angulas. 
6 Angulas in length. 
24 Angulas. 
Equal to that of the chest 


(xv). The Neck 6 Angulas. 
(xvi). Arm 46 Angulas. 
Wrist (Parvoparitana) 18 5; 
The Second Parva. 16 I 
'The girth between the arms. 18 i 
The girth between th secondary 
arms (Parabahu). 12 5j 
The Palm (with fiingers). 12 55 
Ditto (without fingers). 7 T 
The middle finger. 5 Sy 
Pradesini & Anamika, Equal. in measurement. 
The Kanisthika, Less one-half of the Parva- 
measurment. 
The nails of the hand-finger. All one-half of the Parva in 
measurement. 
Their girth. ? 
The length of the toe. 4 Angulas. 
The girth of the toe. 5 Angulas. 
The nails of the toe. A bit less, 


CHART No. 2 


PROPORTIONS OF THE DIFFERENT LIMBS OF FEMALE FIGURES 
(VIDE THE S.S. CHAPTER 76 VERSES 52-55) 


The Text, in relation to the different proportions of the limbs of 
the female figure lays down that the measurements of male figure 
hold good also in case of the female ones. According to the statement 
of the verse 52 53, the general proportions of the female figures (in 
relation to chest, legs and thighs etc.) are at par wth those af the 
male ones. It, however, further makes exception that their chest 
should be wide in 18 Angulas and their waist 24 Angulas. The verses 
(the latter part of the 52nd to 54th ones) give certain numbers 0 
measurements and also indicate three different standards, the inferior, 
the middle and the superior. : 3 


N.B: The whole chapter seems to be incomplete and corrupt as the 
fullest picture of the proportions is not forthcoming, nor is 
it systematic and clear as we find in other texts on. the topics . 
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CANONS 
sd 


PAINTING 


[With an outline History of Indian Painting— 
Archaeological and literary] 
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INTRODUCTORY 


In my Ph.D. Thesis, ‘A study of Bhoja's छ 
dhara’, a treatise on the science of Architecture, the VIII part wa 
devoted to the canons of pictorial art as could be expounded mainly 
from the pages of this renowned text which has a unique distinction to 
have treated the subject of Vastu-Sastra ın all its branches—Town 
Planning, House building (Secular PD e both common houses 
and special ones, i. €. the palaces etc.) Temple building (Temple 
architecture) and Iconography (both sculpture and painting) as well as 
the art of the construction of machines (or mechanical contrivances) 
among the extant manuals, the authoritative primer-texts on this most 
technical ancient lore. 


A very high opinion of the expert examiners and their praises of 
this Ph. D. Thesis encourged the present writer to carry on the exten- 
ded study of his Ph. D. subject under an extended title—Hindu 
Science of Architecture. Thus this labour of mine has resulted into 
two volumes, one comprising the exposition of Engineering and 
Architecture (Town Planning, House Architecture, Palace Architecture 
and palace decorations, Temple-architecture, etc., along with a brief 
outline history of Vastuvidya with special reference to the position of 
the two medieval texts of Vastusastra—the Samarangana-Sutradhara of 
King Bhojdeva of Dhara and Aparajita-Praccha of Bhuvanadevacarya), 
the other is chiefly devoted to Iconography and Painting. Accordingly 
in the latter (being published first)—vide the last two parts, “The 
Canons of Iconography’ and ‘The Pratimalaksanas—we have already 
travelled a good deal of distance in the far off shining lands of the 
Shining Ones and now in this third part—The Hindu Canons of Painting 
(being published both as an independent treatise and forming an integral 
part of the second volume of ‘Hindu Science of Architecture’).—I have 


made an endeavour to treat the subject in a manner hitherto un- 
attempted. 


Thus this extended angle just hinted at above, brought me in closer 
contact with practically all the principal texts dealing with this side- 
branch of Vastu-sastra, the Citra-vidya. A study of these texts inspired 
me first to work out a compilation of the Citralaksanam, under as many 
as twenty-one headings, exhausting practically all “the canons which the 
ancient masters had evolved. It is expected that this compilation 
simply not only mirrors the ancient canons of pictorial art, but also gives 


us a valuable information on the development in this fascinating 
domain of Indian art. 


The present dissertation will, therefore, mainly confine itself to the 
exposition of the material of the compilation under scientific headings 
of the pictorial art and an attempt will also be made to make use of the 
contemporary studies and exposition thereof, by some of the noted 
exponents of Indian art. The first and foremost honoured name among 
them goes to Dr. Kramrisch who took the pioneering lead in studying 
the pioneer work on the subject, the Visnudharmotharam Pt. III (vide 
her translation of, and Introduction to, the said treatise). Other 
scholars, to whose works references are made, are Percy Brown, 
Dr. Raghavan, Sri Sivaramamurty and Dr. Moti Chand and the writer 
takes this opportunity to express his profound sense of gratitude as the 
works of these scholars have helped him to treat this very difficult 
subject in a most scientific and lucid manner to enable even a popular 


लिक to understand and appreciate our classical heritage, India's 
past. 
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{ It would not be a vain claim to remark that it is for the first time 
in the contemporary Indological studies that a systematic presentation 
of this technical subject, the Hindu Canons of Painting, is being presented 
before the scholarly world for their sympathetic evalution of the efforts, 
the present writer has been making for so many years to fathom 
the vast ocean of the Vastusastra—vide his publications under the 
general caption ‘भारतीय वास्तुशास्त्र, of which Citralaksana is an impor- 
tant channel. ; 


ie this general introduction to this work, let us say a few words 
on the different topics dealt with in the different chapters ahead. Here 
at the very outset it may be pointed out that this work may be viewed 
from two broad angles, the canons (the subject matter of the first 
eleven chapters) and the monuments, the representations thereof, the 
theme of the last chapter ‘An outline history of Indian Painting’) the 
latter including the exuberance of the pictorial references in the Kavya 
literature which according to the dictum, ‘Literature is the mirror of 
society’, represents the popular cultivation of this fine art in public and 
palaces alike. 

Let us begin with the subjects of the first eleven chapters forming 
the body of the major portion of the work. 


According to our angle of treatment, the first and foremost consi- 
deration has been given to the principal texts on Painting such as the 
Visnudharmottaram, the Samarangana-Sutradhara, the Aparajita- 
praccha, the Abhilasitartha-Cintamani (or Manasollasa) and Silpratna, 
wherein a brief review ofall these works along with two more (as per 
Dr. Raghavan's article) has been attempted, thus laying the foundation 
of the Citra-sastra. 

The second chapter deals in the first place with the position that 
painting occupies in the scheme of fine arts along with its aim. 
Secondly it dwells at length upon the origin and scope of painting. 
Origin of painting is traditional, but the scope is functional and a new 
light has been thrown on both these topics in the light of my studies 
of Aparajitapraccha. Its metaphysical implication which being truly 
Indian, has brought painting in the realm of mysticism and the whole 
creation becomes nothing but a play of Citra, the magic or Maya of 
the Divine Agency. All this is not only very interesting to read but 
gives a wider meaning of the art touching the very core of the problem 
where philosophy and science or art meet, a true genius of Indian 
culture. : 

Elements, constituents and the types of painting form the subject 
matter ofthe third chapter. Here the varieties like Dhulicitra, Rasa- 
citra, Bhavacitra, etc., have been explained in keeping with the different 
explanations advanced by the scholars like Coomaraswamy and 
Raghavan. 

In the fourth chapter, an interpretation of Vartika, distinguishing 
it from paint brushes, what are called the Kiircakas in the 
Samarangana, is attempted and the manifold backgrounds or surfaces of 
the different types of pictures have also been worked out. These are 
the first accessories in the technique of painting. 


The fifth chapter is devoted to pictorial ‘pottery’ and its comple- 
mentary, the iconometry—the Andaka-measurements and the propor- 


tionate measurements. y 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


364 INTRODUCTORY 


Andakas in pictorial technique and the conventions iG Ol area 
contribution of the Samarangana, though hinted at also in the Visnudhar- 
mottaram. It would, therefore, seem an innovation. Andaka- 
measurements really aim at the drawing of the model of a picture 
characteristic ofthe picture 10 be drawn out a 50 1. are really 
an index of the picture and a martix of its perfection. The writer has 
made an attempt to expound this technique from his own light as there 
was no light forthcoming. i वी ! , 

The exposition of plasters and ointments is made in the sixth 
chapter, and the seventh chapter deals with the most important canon 
of paining—the colours and their delineations—the light and shade 
through the principle of Ksaya and Vrddhi. An attempt is made here 
to fully classify the various tints in the light of not only the canonical 
texts but also other sources, notably the poetic works of poets 
like Bana. र ; 

Now the theme of the eighth chapter—How to Paint? —though 
traditional in character—vide Visnudharmottaram’s prescriptions on it— 
would, however, be found more lucid as per the tabulations worked 
out to present the whole picture picture-like. — f à enc 

The ninth chapter dealing with aestheticism in Indian pictorial 
artis unique in the respect that here an artist simply begins to work 
on poetry. The technique of the poetry of picture can only be pres- 
cribed by a great aesthetician and King Bhoja, the author of 
Samarangana, has got this distinction. A perusal of this theme 
will unfold the magic of this magnetism elevating the brutes 
playing in the company of the Sahrdayas, the men in that of gods, and 
gods simply sharing our sorrows and joys. This is the marvel of the art 
unravelled in the pages of the Samarangana. Accordingly the exposi- 
tion of the pictorical rasas and rasadrstis, along with the suggestive 
elements therein, are all worked cut here. 

In the next chapter, some innovations regarding the styles of paint- 
ing from the standpoint of its decorative elements as found in the differ- 
ent regions of this land as well as its cultivation in the different centres 
of art, have been presented and the terms like Patras and Kantakas in 
accordance with these styles are also explained. 

The last chapter of the canonical treatment has beeen reserved for 
the painting and the painter to complete the divine and sublime course 
of painting and to bring it on the feet of its master. 

Now a word may be added on the last chapter treating the history 
of Indian painting. Here too innovation is put forward to treat 
this subject not only from the archaeologicall sources, the different 
picture sites, our rich heritage; but also from the literary references as 
found in Kavya-literature as initiated by Sri Sivaramamuürty (vide his 
articles in the Journal of Madras Oriental Research). Thus this chapter 
simply epitomises the creative efforts not only of the great works of the 
art-painters but also of the great Silpins, the great kavya-writers 
and so here both the painter and the poet meet. 
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| CHAPTER I 

| 

THE PRINCIPAL TEXTS ON THE CANONS OF PAINTING 


(CITRA-SASTRA) 


The canonical literature on the sience and art of painting can bc 
athered together from the following five principal works, which, while 
dwelling at length on the manifold subjects of Silpa-$astra or Vastu- 


4 


$astra and the allied matters, also deal with the canons of painting : 


| 1. Visnudharmottaram part III—the Citra-Sutram 
i 2. Samarangana-Sutradhara 
| g. Aparajita-praccha 
4. Abhilasitartha-cintámani (or Minasollas) and lo 
i 5. Silparatnam. 


N. B. (i) These texts have been arranged in chronological order. 
It may however be pointed out that there is yet another very important 
and famous text by the name of ‘Citra-laksanam’, credited to have 
been written by Nagnajit, one of the earliest expounders of the ancient 
Indian Vastu-vidya. It ishowever not found in its original Sanskrit— 
its Tibetian version is the only source from which we can gather infor- 
mation on the subject 


kara of Basava Raja (VI. 2), a late senventeenth or early eighteerith 

century compilation of Kannada origin. Besides these texts there are 
innumerable references to paintings in general literature which also add 

much to our knowledge of technique and the traditions of Indian Art. ५ 
Dr: Goomarswamy has made a valuable collection (cf. One hundred ५ 
references to Indian painting and further references to painting in 

India, Artibus Asiae, IV, pp. 41f. and 126f.; also “Transformation of 

nature in art?, Harvard University Press, 1924, Chapter III and: 
Bibliography) in this direction; and the rich collection of these refer- — — 


i 
\ 
H 
1 
| 
N. B. (i) Further again there is another text ‘Siva-tatva-ratna- 


e 


E 160-185; Sri Harsa's obse 
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reference to Naisadhiya-caritam, etc. 331-350; ‘The artist in ancient 
India ibid. VIII, (1934), pp. 31-45. His other monographs like ‘Sanskrit 
texts on Indian Art—Mirrors of Indian Art; and ‘Geographical and 
and chronological background of Indian Iconography, etc. etc.] and 
Dr. Raghavan’s [‘Some Sanskrit texts on painting’, Indian Historica] 
Quarterly, IX (1933) pp. 898-911] articles are also very interesting” from 
the point of view of our present dissertation of the canons of Indian 
Painting. All these will be taken notice of here. Let us first begin with 
Visnudharmottaram. 

र Visnudharmottaram.—lIt is a supplement or Appendix to Visnu- 
purana. It is the earliest text dealing with the technique and theory 
of Indian painting. “Part III of Visnudharmottara gives the fullest 
account hitherto known of the various branches, methods and ideals 
of Indian painting"—Kramrisch. Scholars like prof. Stella Kramrisch 
contend this work to be of the 7th century A.D.—vide her Introduction 
to the Translation of the V.D. Pt. III. 

This chronological estimation of this text is not very sound. 
Painting as a.science and art of India is very vcry old. The earliest 
finds in our possession and the various references in the early literature 
all corroborate to the fact that canons (00 must have developed long long 
ago and therefore this date of the V.D. falls too shortin our chronological 
estimation of the Purana. Nagnajit's ‘Citralaksana’ is a pointer in this 
contention of mine. Nagnajit, being a Naga king of hoary antiquity, a 
contemporary of the Brahmanas (vide writer’s ‘Hindu Science of 
Architecture’— an outline history of Vastu-vidya) must have compiled his 
work on the basis of the prevalent art canons. The doctrine 
of *Sadanga' in the pictorial technique of ancient India, as referred by 
such an early pre-Christian Acharya, as Vatsyayana, the celebrated 
writer of Kamasütra, is also an ample testimony to prove that pictorial 
canons in India had developed long ago. A complete Vastu-Sastra or 
Silpagastra must say something on this most fascinating branch of the 
art, having a universal appeal both to the princes and the priests alike. 
All this shows that the V.D. must also be as old aS its component, the 


Visnupurana, a treatise which cannot be placed further up than the 
golden Gupta Age, 2nd to 4th century A.D. 


Avoiding any further controversy over this chronological’ side 


of the work, let us come to its Contents and the treatment of the 
subject. 


The Citra-sutra of Visnudharmottara is consisted of the following 
topics, though seemingly different 
woven together; 


nevertheless allied subjects, are 


CC-0. Gurukul Kangri Collection, Haridwar 


ae 


Oo 7o 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
TEXTS ON CANONS OF PAINTING 


चित्रसूत्रविध।नदेवार्चानिर्माणपुजनेन देवतासान्निव्यं तत इचाभीष्टचतुर्वर्गफलम्‌ 
प्रतिमास्वरूपनिश्चायकचित्रसूत्रस्यातोद्यनृत्यज्ञास्त्रज्ञानायत्तत्व॑ तस्य च 
गीतशास्त्राधीनत्व, गोतस्य तु संस्कृत प्राक्रताप भ्रंशादिभेदाद्वाहल्यम 
नाटयनृत्तनृत्यलास्यमण्डपादिप्रदर्शनपुर्वक॑ देवदानवनृपतदनुजीविमुनिविप्र- 
वणिगादिलक्षणतदनुवेशसात्त्विकाभिनयकटिपादाद्या? श्रतरेचकाचारीमहा चारी- 
तन्मण्डलांगहारतत्करणवृत्त्यादिवणंनन 5 


४ स्वस्थमन्दालसक्रान्तप्रस्थालसाद्य पवेशनकादिवर्णनम 
५ वष्णवसमपदादिभेदेन पस्थानकादिवर्णनम 


TT 
रसदृष्टितत्प्रयोगपुटकर्मता रकाकर्मसमसाची कृत दिभेदेत ष्टिकमंतदनु- 
गश्रकमनासिकाकर्मजिह्वाथ रौप्ठमदनदन्तकर्मान्नपाद्गकर्मवर्णनम 


८ असंयुतसंयुतादिभेदपुरस्सरं नृत्ये करविन्यासः, करकर्मलक्षणादि 


१० 


११ 


१२ 


वाचिकाहार्याद्धिकसात्त्विकभेदेन चतुःप्रकाराभिनयहस्ताल ङ्कारा ङ्ग रचनाः 
सज्जीवादिनाटयोपकरणवर्णनम्‌ ag 
इन्द्रियर्थाभिनयप्रकारः इष्टानिष्टमध्यस्थभेदेन गात्रप्रह्नादिना चेष्टा- 
दिनिरूपणम्‌, प्रभातगगनरात्रिप्रदोषदिवसर्त्‌घनधराजलाशयदिङनक्षत्राद्य- 
भिनयादिवर्णनम्‌ 

जानुकटीसमस्वाभाविकोत्ु FIAT ST AAT रुगोत्सुक्यादिषु जानुकटीसमा- 


` दिनानागतिप्रचारवर्णनम्‌ 


श्व ङ्गा रादिनवरसप्रकथन प्रस ङ्गेन श्रद्धा रा्धास्यस्य रोद्रात्करुणस्य वीरादद्भ- 
तस्य बौ भत्सा ड्रयानकस्योत्पत्तिमभिधाय तत्तद्देवतावर्णभेदव्यञ्जनादिनिरूप- 


णम o . et 
हासरतिशोकादेको नप चचाशऱद्वावनिरूपणम्‌ cor e 
करांगुलीनां विविधविन्यासवशादोड्राज्ञलवासुदेवसद्धूषंणप्रद्युम्तानिरुद्धा- 
दिहस्तमुद्रावर्णनम्‌ 3 x 
भस्मजटानन्तधमंज्ञानव राग्येश्‍वयदेवीस्कन्दादिनृत्तशास्त्रमुद्रावर्णनम्‌ x 
नृत्तोत्पत्तितत्करणकभोगमोक्षादिफलवर्णनम्‌ a x 


चित्रसूत्रवर्णने मूर्त्य॑वयवप्रमाणं तदनुसारेण मधक्षहंसमालव्यादिवर्णनम्‌ 
चित्रकर्मण्यंगप्रत्यंगमानेन स्त्रीणां निर्माणम्‌ Ji "e 


चित्रकर्मणि देवतानेत्राद्यंगवर्णंनम्‌ `` 5 ORE 


नानावर्णानुगता: शुभाकारविहारा ऋज्वागतसाची कृतदेहायनेकोपभेदस हिता- 


« श्चित्रकर्मणो नव भेदा. 2: 
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२३ चित्रे देवतूपबिगस्थवर त्यदानवादीनां सायुधानां सपरिच्छदानां निर्माणदेश- 
विज्ेषानुरूपासनशय्रनयानवेशसरित्सागरवाहनशेलशिखरसद्वोपभुमण्डलशह्लुप- 
द्ादिनिधिसचन्द्रनक्ष त्र रात्रिसन्ध्या दिनिर्माणम्‌ à ys 

२४ चित्र श्ुंगारादिनव रसप्रदर्शनं, देवा लयन्‌ पस भयोस्त द्विम: निधिविद्याधर- 
हनुमदादिमंगल्यचित्राणां गृहेषु यत्नाल्लेखनं स्वहस्तेनात्मगृहे चित्रलेखननि- 
षेधचित्रदोषगुणवर्णनम्‌, चित्रसूत्र समाप्तिः one 

This Halo esis of the topics will reveal that the text touches 
practically all the points pertaining to the technique and conventions 
employed in Indian pictorial art. Proportions of human figure, types 
ofmen, different varieties of hair and eyes, various poses of body, 
method of preparing the painting-canvases, the plastered wall, etc., 
conventions regarding the representations of gods, men, landscapes;, 
seasons etc., all these are some of the basic principles of this fine art which 
have been dealt with in a masterly manner in this treatise. 

We know that arts like Architecture and Sculpture for their rise 
and development had the religious inspiration in their background. 
Naturally pictorial art too owes its origin from the religious craving 
ofthe man. The Citraja-images, as already pointed out, were very 
highly extolled in the religious digests. A complete science of Indian 
Iconography therefore gives a proper place to the treatment of pic- 
torial canons as well. Royal patronage and the Palace culture, however, 
were responsible for the development of these arts on the secular basis also. 
Visnudharmottara, therefore, also mirrors this side-development which 
culminated in its full-fledged code by the time, i.e. 11th century, when the 
Samarángana-Sutradhara was written by king Bhojadeva of Dhara, one 
of the richest documents on the canons of ancient Indian painting. 
Accordingly the V.D. deals not only with religious aspect of Indian 
painting, but also, and to a far greater extent, with its secular 
employment. Prof. Kramrisch remarks: “Painting in ancient India, 
especially in the Gupta period, was of great importance in the life of 
the citizens. The interest taken in Pictures varied with the education 
of the spectator. ‘The masters praise the rekhas (रेखा) (delineation 
and articulation of form), the connoisseurs praise the display of light 
and shade, women like display of ornaments, to the rest of the public 
richness of colours appeals". Vatsyayana's Kamasutra is also a 
brilliant testimoney to the fact that with the rise of cities, the ideals of 
citizenship and the culture of the citizens also rose to an extent that the 


artistic culture and refinements were one of the chief characteristics of 
civilization. 


Samaranngana Sitradhara—At many places in this study I have- 


indicated the special contribution of the Samarangana-sutradhara in 
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devoting a good many chapters to this most fascinating branch of fine 
arts, the painting. Among the Archa-dravyas, the substances of which the 
icons are made or the images are carved out, is included also the Alekhya 
the Citra, the Painting, by means of which beautiful images are drawn 
on some background, 
It may be noted that in the Samarangana-sitradhara as I have 
criticised itat several places, the portion of the text on sculpture is neithez 
exhaustive nor elaborate. That is, in the text we neither get a complete 
traditional account of images of the divinities and statues of great per- 
sonages along with a detailed code of canons such as we find in Agamic 
works and Silpa-sastras like Manasara, Silparatna and works of 
Ka$yapa and Agastya, nor any code of metal-casting, the details of 
which are found in the contemporary anthology—Mansollasa of King 
Somesvara. Both these drawbacks have been fully compensated by its 
treatment of the painter's masterpiece, the different kinds of paintings, 
both religious and secular. Hence lam content to take notice of the 
pictorial art of making images—both religious and secular—according to 
our treatise, which in accordance with the time-honoured tradition of 
the medieval art (i. e. latter part of the medieval renaissance), has 
devoted a good many chapters to the art of painting, which as I have 
hinted in the very first part of this study, forms a major contribution of 
this work on architecture. Moreover the architectural works belong- 
ing to both the schools as noticed in the Introductory part of this study 
do not contain any treatment of the topic of pictorial representation of a 
the images of gods. The treatises like Silparatna are comparatively > 
very late, or rather modern. Among the pre-Samarangana treatises on f 
architecture, there are however a few works which have dealt with this 
topic in detail. The first place must be assigned to Visnudharmottara 
which gives a detailed account of the rules of painting and is of unique 
importance in this particular branch ofart. Itisa representative work 
of ancient Indian painting. 
Now with this background I may proceed with the detailed accour 
of the pictorial art as furnished by this notable treatise on the art of 
painting which I have, at many places, cited as an authoritative com- 
pendium of medieval architecture and if both the early and | er par 
of the madieval period of Indian History may be taken as the 
ofa renaissance in the domain of art and literature, tl 
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the topics such as the canons of the proportionate measurements, the 
nine poses of the legs, the different varieties of the hand poses numbering 
as many as sixty-four, the different varieties of the forms in which gods, 
goddesses and the demi-gods, the immortals and mortals alike all fall 
under this broad heading of Painting and they are treated as such; 
though to my mind all these may be deemed a common property of 
both sculpture and painting as well as other arts of icon-making. In 
the S. S. however some innovation have been introduced for the first 
time in the extant manuals of purely Silpa-character, viz. the Rasas and 
Rasa-drstis, the dancing poses of hands, etc. and the detailed technique 
and conventions of the prevalent pictorial traditions of the time. 

It has, thus devoted a good number of chapters on painting 
exclusively, a detailed notice of which will form the subject matter of 
the proceeding chapters, For general acquaintance, however, a tabula- 
tion of the contents will suffice for our present angle of this discourse: 


चित्रकर्मणि 
विषयाः अध्यायाः ६ दोषगुणनिरूपणम्‌ ७८ 
१ चित्रोहेशः ७१ ७ क्रज्वागत[दिस्थानलक्षणम ७९ 
२ भूमिबन्धनम्‌ 93 ८ वेष्णवादिस्थानकलक्षणम्‌ ८० 
३ लेप्यकर्मादिकम्‌ ७३ ९ पञ्चपुरुषस्त्री लक्षणम्‌ ८१ 
४ अण्डकप्रमाणम्‌ WY १० रसदृष्टिलक्षणम्‌ ` ८१ 
५ मानोत्पत्तिः ७५ ११ पताकादिचतुष्षण्हिस्तलक्षणम्‌ ८३ 


Aparajitapraccha.—It is also a very important text on Vastu-Sastra. 
Itis contemporary to the Samarangana-Sütradhára and a detailed notice 
of this work from the point of view of a critical and comparative estima- 
tion, may be seen in writer's Hindu Science of Architecture. 
unique distinction to have expounded some of the current tren 
time in the depiction of the pictures, like natural sceneries, es 
animal kingdom, the birds and beasts, as well as the pleasing 
of the plants and the trees, leaves and flowers. . It Me given a 
valuable record of the six styles of this art (Nagara, Dravida, vere 
Kalinga, Yamuna and Vyantara), as Cultivated in so many Centre of a 
in the great land of ours. The following chapters must give a peep into 
the pictorial treasure house of this magnificent work: 


It hasa 
ds of the 
pecially the 
phenomena 


२२४ चित्रसद्भावनिर्णयः ... ५७६-५७७ जीवसूत्रम्‌ ५८६ 
२२५ परमाण्बादिकल्पितं रूपमानम्‌ ५७८ पत्राकारादिविभषलक्षणम्‌ ५८६ 
_ 'तालमानम्‌  - .... ५७८ २२९ देशजातिकुलस्थानवरणंभेद- . 
एकतालादिपोडशतालान्ता: वणनम bam So. c ५८७ 
प्रतिमाः र -- ५७८-५७९ २२३० सरस्वत्यर्चनं गरुशिष्य्रसंबन्ध- 
- अष्टधातुमयादिप्रतिमा- . | लक्षणं च ` ५८-५९० 
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लक्षणम्‌ x ५७९ २३१ पट्टपत्रवतंनानि्णय: ... ५९१ 
२२६ स्वच्छन्दभरवावतारः २३२ लेपकर्म विधि: sv ५९२-५९३ 
स्वच्छन्दरभरवस्यायुधानां 333 रूपालडकारसंयुतं 
बदतर ood . शन चित्रकर्मक्थनम्‌ ... ५९४-५९५ 
तस्य॒ स्वरूपवणनम्‌ o. ५८० पोडशब्यालानि-सिह-गज- 
एकविशतितालमानायास्त स्याः अइ्व-तरादिक-वृष-मेष-गुक- 
सूत रूथ्व मानम्‌ 5, Yoo सुकर महिष-मूपक-की ट- 
तत्तियेडू मानकथनम्‌ क ५८०-५८१ वानर-हंस-कुक्कुट-मय़ूर- 
तत्पूजामंत्रविधानम्‌ ... ५८१-५८२ त्रिपल्ली-सर्पव्यालानीति ५९४ 
२२७ चित्रपत्रोत्पत्तिनिर्णयः ... ५८३ ५८४ २३४ स्त्रोपुरुषलक्षणम्‌ ... ५९६-५९७ 
२२८ पत्रजातिकण्टकभेदजीव- २३७ तालवादित्रलक्षणम्‌ oe ६०९ 
सूत्रनिर्णयः ००७ ERE तालः ... ६०९-६१० 
जातिक्रमच्छन्दतोऽप्टकण्टकाः वाद्यप्रकारलक्षणम्‌ ... ६१०-६११ 
कलि-कलिक-व्यामिश्र--चित्र- २३८ सप्तस्वराः ii ६१२ 
कौशल-व्यावतं-व्यावृत्त-सुभङ्ग- रागरागिण्यः es ६१२-६१३ 
भङ्गचित्रका इति ... एप्‌ चतुदंशगीतदोषाः ... ६१३ 
अष्टविधकण्टकानामाकृतयो ` २३९ ताण्डवदिनृत््यलक्षणम्‌ ६१४ 
जातयरच es ५८५-५८६९ 


Now a perusal of these contents of the Aparajita, will convince us 
that Patras and Kantakas as well as the detailed delineation on the 
Vartana as well as the manifold motifs both of the animal kingdom and 
the celestial one, etc. are some of the special introductions of this text 
in realm of this lore. We shall have an opportunity to describe all these 


details in the respective chapters ahead. 


Abhilasitartha-Cintamani.—or ‘Boon-stone of all desirable 
knowledge’ is a compendium of encyclopedic nature, treating all kinds 
of topics both religious and secular. It is said to have been compiled by 
the Calukya King Somesvaradeva, who flourshed in the 12th century 
A. D. Its Prakarana III, is devoted to the description of architecture, 
picture-drawing and painting with minutest details, iconography and 
pleasures of domestic life. The topics on painting going by the name 
of the Alekhyakarma is consisted of the following topics: 


प्रसद्भादालेख्यकर्म 

लेपद्रव्यम्‌ ग्रीवा 

विका ` क्य जत्रुणी 

लेखनी 5r वक्षस्थलम्‌ 
आकारलेखनम्‌ ` मध्यभाग: 

शुद्धवर्णाः. |. नाभिः 

faaan: श्रोणिः 

सर्वचित्र- ___ ` afe: 


सामांन्यविधिः . वरित्रम्‌ 
सजत RR 
weer usd | 


Hi 


— 


| who came to the throne in 1124-25, 
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ब्रह्मसूत्रम्‌ En ae 
तियंक्सूत्रम्‌ हतुमण्डलम्‌ Ear 

शीर्ष: TA वंशः 

केशाः कुकुन्दरे wor IT 

ललाटम्‌ स्फिचौ ऋजुवृत्ति: 

लता zm अधर्जुकवृत्ति: 

ad जङ्कामूलम्‌ द्यर्धाक्षिवृत्तिः 
कपोलौ गुल्फौ केशवादिचतुविशति- 
Ew पादौ मुतिलक्षणम्‌ (विस्तारादलम्‌) 
नासाग्रम पादाङ्गलयः हयचित्रलक्षणम्‌ 
गोजी. पादनखाः गजचित्रलक्षणम्‌ 
ओष्ठौ कृकाटिका विद्धादयङिचित्रभेदा ! 
सृक्किणी कक्षाभूलम्‌ 


In the Minasollasa, though the text is almost identical, it, 
‘however, shows some variation as well. The following brief tabulation 


will be helpful to reconstruct the whole treatment: 


चित्रकारस्वरूपम्‌ चित्रभित्तिः लेखनीलेखनम्‌ 
शुद्धवणंद्रव्याणि मिश्रवर्णाः चित्रवर्णाः ` 
पक्षसूत्रःलक्षणम्‌ . ताललक्षणम्‌ तिर्यंङमानलक्षणम्‌ 
सामान्यचित्रप्रक्रिया 2 


Thus it is evident that it deals with both painters and paintings as 
also with the methods of preparing vajralepa (adamantine paste), paint- 
ing brushes, pure and mixed colours. In the Abhilasitartha-cintamani 
(also cf. Manasollasa) very intersting details are given on pictorial 
painting, which is dependent, in the first place, on the three principal 


lines, called the plumb-lines and they are named here as Brahmasutra ` 


and the two Paksasutras, the side lines. Its Iconometry is very scientific 
and a detailed notice may be seen in a subsequent chapter. 


Abhilasitartha-Cintamani’s unique prescription of the metal-cast- 
ing images has already been expounded, vide Iconoplastic art Pt. II. Its 
expatiations on the technique and convention of the pictorical art 
especially the perfect delineations of the form—the divine and human 
both—in all its limbs and sub-limbs as well as the anatomical perspective 
of the whole picture in relation to the different kinds of pictures and the 
explanations of the various technical terms are some of the very valuable 
contributions ofthe work. 10 18 worthy ofnote that the author, the 


King Somesvara Bhulokamalla of the western Calukya line of Kalyani 


vidyä-virañci, th proudly describes himself as Citra- 
idya-viraficl, the creator or master of the art of drawing and painting. - 


C-0. Gurukul Kangri Collection, Haridwar 


i ERR 22230. 


‘the Abhilasitartha-cintamani (already taken notice of), of course, with 
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Silparatna isa rare work on Indian art. It is divided into two 
parts, the first part consisting of 46 chapters, deals with the construction 
of houses, villages and other allied subjects (cf. Hindu Science of 
Architecture, where a detailed treatment of the textual matters is 
attempted), while the second part contains 35 chapters and treats of 
iconography and kindred topics. It is, however, very remarkable that 
this text treats painting—the Citra-laksna in continuation to the secular 
art—the 46th (i.e. the last) chapter of the first part and not along with 
the religious art, the iconography. This shows the medieval tendency 
of the pictorial art with which this work must have been fully influen- 
ced. It was natural also as it was compiled from the early sources of 
Agamas, Silpa-texts in the later medieval period, by Srikumara, a 
Keralite, well versed in Silpa-vidya as is evident from the following verse 
of the text (cf. Chapt. I, 6) at the instance of Devanarayana of 
Travancore State who flourished in the later part of the 16th century 
A. D. and who was a great patron of learning and entertained in his Y 
court the famous Narayana Bhatta, a great poet and grammarian : | 


ब्राह्मं क्षात्रं च तेजोऽप्यहमहमिकयावणिते यत्र वीरे 
तस्य॒श्रीदेवनारायणधरणिपतेराज्ञयाज्ञाकरोऽहम्‌ । 
मन्दोऽप्यप्यन्तमोहादतिविपुलतरेम्योऽथ पूर्वागमेम्यः 
संक्षिप्तं शिल्परत्नं प्रलिखितुमधूना प्रक्रमे तत्क्रमेण t 


The 46th chapter of the Silparatna (Pt. I) entitled *Citra-laksana* 
gives all the salient canons both of the technique as well as the con- 
ventions of the painting which had been evolved by the time and were 
current in its day. Its expatiations follow more or less the line taken by . | 


proper modifications and expansions. Its prescriptions on the different 
modes of Svarna-lekhavidhi, are very rich indications of the pictorical 
art which had attained some of the most refined and embellished o 
of the crafstmanship. ! NE 


As already pointed out the text treats painting as an access 
architecture of human and divine dwellings—cf. the ve 
chapter: x 


` एवं सर्वेविमानानि गोपुरादीनि 
मनोह्रतरं कूर्यान्नानाचित्रै 


z 
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bhisa’. Afterwards are dealt with the backgrounds—the Citrabhitti | 
(vs. 15-23) —and its preparation. Then is given ‘the technique ofthe Í 
colours and colouring as well as the most popular and appealing objects i 
of painting (26-39). It further takes up the Citra-lekhanavidhi and 
incidentally dwells at length on the brushes, etc. (the three-fold lekhani) 

as well as the traditional rjvagata, etc., nine poses along with pro- 

portions of measurements of all limbs and sub-limbs. The verses | 
111-142 are a beautiful and a very reasoned account of the colours, । 
their varieties, compounds and mixtures, etc. together with the use of 

gold in them and the technique of its application. In the end P 
(143-1471) are given the three famous types of painting—the Rasa- 

citra, the Dhulicitra and Citra (proper). 


1933,1) has found the exposition of the pictorial art-canons in two more 
Silpa-texts—the *Sarasvata-Citra-Karma-Sastra' and the ‘Narada-Silpa’ 
and I better give his own resume of these ancient manuals on paint- 
ing: 


| 
oT pO MU | 

Dr. Raghavan (“Some Sanskrit Texts on Painting" I. H. Vol. X | 
| 


“Now I propose to notice the contents of two works treating of paint- 

j ing which are stillin manuscript form. The Sarasvatacitrakarma-sastra 
is a manuscript on Citra available in the Tanjore Library (Burnell 1 1076). 

It is on Citra and not on painting alone. Citra, as is known from the 

Silparatna does not mean picture alone. It means exactly what the 

Tamil work ‘Bomai’ means. It means Citra, sculpture or complete 

figures in stone, metal, etc., Ardhacitra, ‘half-visible reliefs on the walls, 

and Citrabhasa, ‘semblance of a Citra’, viz. the monodimensional draw- 

me ing ona flat surface like wall, plank, cloth, etc. It is sculpture, etc. 
which are Citra par excellence. This classification is also given by the 
Sarasvatacitrasastra. It means first Citra, Ardhacitra and Citrabhasa, 
—Citra in धातु, दारु, शिला, रत्न and लौह and Citrábhasa on wall or plank 
‘of wood. Then it speaks of Mina of man and women and these go up 
to chapter X. It then takes up the Mana of Murtis. In the 39th 
chapter, it speaks of मृल्लेपन, smearing the walls with mud and of 
शुक्ललेपन, smearing the walls with cunam. The goth chapter deals 
with Varna Samskara. From such works as this we learn that painting 
and iconography and sculpture came to be related and that the canons 
for the latter two were also the canons for painting—a fact which we 
- . realise also on seeing the rather modern paintings on the walls of almost 
x all the South Indian temples. 
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manuscipt of this work is available in the Advar Library, Adyar, Madras. 
Two chapters of this work are devoted. to painting, one to the architec- 
ture of Citra-Sala, ‘Art gallery’, and another to painting itself. ^ We all 
know that besides the houses and temples, a place called the Citra Sala 
in the palaces of kings contained pictures. We hear of this Citra 
Sala of the king’s palace in the Malavikagnimitra of Kalidasa. 
But the hall for pictures and its architecture are nowhere else described 
in works of Silpa except in the Naradasilpa. From this work which 
describes only the public Citra Sala of the city, we also come to know 
that in ancient India, apart from the Art gallery in the palaces, there 
were also public Art galleries in the city. The Naisadha, X 35 and 
Kadambari mention public Art galleries of the city 


Chapter 66 of the Naradasilpa is called चित्रशालालक्षणकथन and it 
describes the nature of Citra Sala. The work is written in a very difficult, 
affected archaic prose style and consequently very few sentences are 
clear enough to be quoted here. Narada quotes an earlier authority 
Usinara, according to whom the Citra Sala must be in the centre of the 
city, in a place like the meeting of four streets or in the middle of the 
Raja Vithi, ‘king’s highway’. . The building may be of the shape of 
a Mardala, (a kind of drum) or Mandalika (circular) or mace-like 
(dandikakrtika). It has many doors, main and smaller entrances 
(dvaropadvaraka). It may have one or many faces. The courts within 
must beeach in two parts (dvidvibhagangana). This perhaps means 
that one half on: the side of the wall is to be enclosed for pictures and 
the other half for the floating spectators. "There are inner halls, pials 
to rest on and stairs leading to the upper storey. The pillars may be 
32, or 16 in number. One hall for picrures runs across and there is one 
in the centre. The one in the centre seems to be in a very raised place 
with steps leading to it. In the front or on the eastern side there is a 
‘special hall’ (Vaisesika Sala). The whole building shall have windows, 
and beautiful canopies and shall be, in all other ways variously decora- 
ted. Again Narada says that the Citra Sala must have many pials and 
many seats on all sides with Upa-Salas or minor halls resembling 
out-houses. The building is like a Mandapa, with dome and 1८3138. 
the top. It is not that the same hall must have all these deta 


one may adopt some and another some others. Certain Citra 
instance, have stairs on all sides and have the halls fo 
the upstairs. The Citra Sala has a great mirror w hin an 
deliers. Sometimes the front of the building is beautified by 
it like a small Gopura tures 
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Chapter 71 of the Naàrada$ilpa is devoted to the decoration of 
painting चित्रालंकृतिरचनाविधिकथन . Pictures are not only for the joy of 


the gods and the presiding deities of the buildings, the Vastunathas, but 
are also for beauty according to Usinara. Narada gives a new kind 
of classification of pictures, not found in other works, and it is from the 
point of view of the places where the pictures are drawn. ‘Thus he says 
that pictures are of three kinds— of the floor, of the wall, and of the top, 
i. e. ceiling ( भौम, कुड्यक and ऊध्वेक ). These again are classified from 
another stand point into two kinds, permanent and temporary (शाइवतक 
and तात्कालिक ). The latter is the Bhauma i.c., the picture of the floor; 
Kolam, the Dhüli Citra and Rasa Citra of Somegvara belong to this 
class. Narada says that this variety is drawn in front of the house, on 
the door-step, on the pials and everywhere in the house on the floor. 
Birds, snakes, elephants, horses, etc. can thus be drawn. These themes 
are still drawn in our houses. 


The pictures on the walls—Kudyaka, or, on the top—Urdhvaka, 
are of Devas, Gandharvas, Yaksas, sages, great monarchs, animals, 
wrestlers, warriors, etc. Narada says that the pillar-tops and sides of the 
pillars can also be decorated with painting. 


The two good features ofall pictures are given by Narada as fine 
lines and observation of anatomy rules, अविषमरेखा and अविरुद्धसूत्रपात ; 


He gives rich decoration as another good feature and here we are remin- 
ded of the Vi. Dha. which says:—feqay भूषणमिच्छन्ति : 


' According to place, says Narada, the appropriate jatis of beings, 
Daiva, Gandharva, Yaksa, Kainnara, Vaidyadhara and Manusa, must 
be chosen. Narada speaks also of animals and birds in various postures 
as themes to be drawn in the eastern or southern sides. He says that, 
before painting Sudha must be applied to the walls and if the ground 
is plank or wood in the cases of beams and pillars, it must be smeared 
with some herbal juice to make it durable. The Citras on wood and 


metal which refer to carved images, etc. and to which the name citra 


applies pre-eminently, are also mentioned by Narada along with the 


references to painting or carving, on umbrellas, handles of chowries, 
swords, etc.” 


CC-0. Gurukul Kangri Collection, Haridwar 
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CHAPTER II 
मे PAINTING, 175 AIM, ORIGIN AND SCOPE 

g ie Senesi word Citra is generally rendered as painting, but it 
means just ‘image’. We have already seen (vide Classification of Images 
Citra, Gitrardha and Citrabhasa, the three-fold classification of images 
on the basis of the sculpture, as fully sculptured, half represented, and 
non-manifest ones. Here in this part of study, therefore, the Citra 
would be used in the limited sense of painting. Painting is what we 
understand by the term Alekhya. It is one of the nine or ten varieties 
of materials of which the images are made. The Alekhya images, in my 
opinion, from the point of view of general currency and use, are second 
only to stone images. The other principal variety is of the metal images. 
Thus three classes of image, stone images, metal images, and those painted 
on some background like pata or paper are more popular than others. 


Again as the universe of discource in relation to Iconography—the j 
Sculpture, being a limited one in this Study, i.e. excluding from its 
purview the secular images and concentrating on only religious ones, 
this stand point however, would have to be modified here in this part, ei 
because the Samarangana Sutradhara does provide for secular norms 
of painting in its treatment on the subject. Thisis the unique feature 
of this work (see also Vol. I, Part III—House Architecture—the Secular 
Architecture) not to have lost sight of the secular trends in art, charac- 
the medieval tendencies in art and literature. 


teristic of the upsurge of 
This leads us to the twofold general scope of painting. 


Suprabhedágama says, “पटे पट्ट कुड्ये वा चित्रसंभव: ” Thus both the 
mural paintings and the painting on clothand board were in vogue from 
the early times in !ndia.T.Gopinath Rao in his Elements of Hindu Icono- 
graphy (page 53) ३०४७ *The very name Chitrabhas applied for painting 
is suggestive of the fact that the principles of light and shade also were 
well understood pretty early by the Indians. This word Chitrabh 
means that which resembles the Chitra or solid natural images j 


e of solidity comes to a picture painted on a flat su 


appearance 
Fre 


when light and shade are properly disposed in the picture. 
several instances ofancient paintings found in India, it 


ise 
an 


1 
form an estimate regarding the great progress made b ns 
art of painting in the early times. The Fresc 
paintings in the temples on the Mala 
which later havenot as yet attrac 
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Painting, as hinted at, before (cf. “The Iconoplastic Art Chap. IV) 
being in the scope or Iconography, should have been treated as 
such; but painting has a unique place in the ancient Indian arts as its 
employment was not restricted to religious purposes alone; its aim for 
secular employment has been in vogue from times immemorial, as would 
be evident soon from tbe fascinating stories of its origin. But before 
we trace its origin, let us introduce its aim. a little more in the scheme 
of cultural and artistic traditions of this ancient land. 


Its aim.—A text like Visnudharmottara (forming the component 
part of the Visnu-malha-purana) itself unequivocally eulogises painting 
having its both religious and secular use. It says (vide Citralaksana, 
p. 4); citra, the painting is the finest or fine arts. We can get all kinds 
of merits accruing from Dharma, Artha, Kama and Moksa. It is the 
first of the auspicious things in one's house. It is as superior as Sumeru 
among the mountains, as Garuda among the birds and as king among 
men. 

Samarangana-Sütradhara also (ibid) gives it the first place amotng 
all the fine arts. It is simply the mukha, the representative of all arss, 
the spokesman, the leader asit were. In a word it has the greatet 
appeal to the hearts and minds of people, as from it are derived nothing 
but joy and sensibility of the highest order. 

The employment of painting purely from the point of view of 
religious merit was also of a hoary antiquity and it might be as old as 
image-worship and iconography themselves. A sacred text like 
Hayasirsapaücaratra bears an ample testimony in its following quotation 
that the pictorial representation of divinities was as time-honoured as 
through any sculptural or any iconoplastic meduim : 

यावन्ति विष्णुर्पाणि ë genog लेखयेत | 
तावद्‌ युगसहस्राणि विष्णुलोके महीयते ॥ 
लेप्ये चित्रे हरिनित्यं सन्निवानमुपेति हि। 
तस्मात्‌ सर्वप्रथत्नेन लेप्यचित्रगतं यजेत्‌ ॥ 
कान्तिभ्ूषणभावाद्यैर्चित्रे यस्मात्‌ स्फुटं स्थितः । 
अतः सन्निधिमायाति चित्रजासु जनार्दनः ॥ 
तस्माच्चित्रार्चेने पुण्यं स्मृतं शतगुणं qå: 
. चित्रस्थं पुण्डरीकाक्षं सविलासं सविश्रमम्‌ ॥। 
दृष्ट्वा विमुच्यते पापज॑न्मकोटिसुसड्चितै: । 


तस्माच्छुभाथिभिर्धीरैः हापुण्यजिगीषया ॥ 
पटस्थः पूजनीयस्तु देवो नारायणो प्रभः । 
— हेयशीर्ष॑पंञ्चरात्रात्‌ — 


E o Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
PA NTING 175 AIM. ORIGIN AND SCOPE 379 
4 - ‘Speaking of ‘artistic representation in relation to religion, the 
Visnudharmottara points out their mutual limitations: 


“Vajra said—The Supreme Deity has been described as devoid of 
| form, smell and emotion and destitute of sound and touch; so how this 
form can be (made) of Him? 


Markandeya replied—Prakrti and Vikrti come into existence % 
through the variation in the form of the Supreme Soul. That form of E 
Him which is scarcely to be perceived is called Prakrti. The whole 
धट ' universe should be known as the Vikrti (i. e. modification) of Him, when - 
endowed with form. Worship and meditation of the Supreme Being 


are possible (only when He is) endowed with form .......The best : 

| position of the (Supreme).Soul (however) is to be imagined without 
| form. For seeing the worlds (He) possesses eyes closed in medita- M 
y 


This concession being made, life in its entirety becomes fit for 
artistic representation, and the realm of imagination is as close within à 
the reach of the artists, as nature that surrounds him, for tradition 3 
guides him in the one case and observation checks and inspires him in = 
the other.'—Kramriscb's translation. 


Painting, the Citra, goes to the very core of the universe, its ; 
creation, maintenence and also destruction. Citra is wonder and it is 
through this ‘Wonder’ that we can conceive of the Samsara. If there is 
no wonder, (where there is an element of doubt and the doubt, being 
the child of ignorance, absence of true Knowledge, is characterstic of 

| Samsāra) and knowledge dawns, it leads to emancipation, the Moksa, 

| the Release from this Sansara, which is nothing but full of sufferings. 

। This basic truth of the life Divine and the knowledge Supreme, has been 
| very brilliantly brought out in the pages of the Aparajita-praccha (cf. the 
quotation in the Citra. Laks. pp.4-5). Itsays: All this three-fold world, - 
1 the complete universe, both animate and inanimate, has arisen from the 
P root of the Citra. Brahma, Visnu, Mahesa and all other gods 
men, nagas, the sun, the moon, the earth, the trees, the thickets, cree 
i and other plants, the manifold species of animals, svedaja, jarayuja, 
etc.—all the 84 lacs of jivayonis are an outcome of the | | 
Citra. The whole earth in its geographical foundation 

oceans, continents—is a result of tbe Citra. Innumera 
Citra, Human body, its limbs, sub-limbs,—as well as 
are Citra like the different channels of waters. For t 


reflection of that Supreme Soul; like that of the i 
and night, time and space, seasons a nd years, yugas and k 
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whole existence from the primeval creation is nothing but a play of the 
Citra. Itislike jugglers play full of curiosities, wonder and amuse- 
ments. Needless to multiply the play of the Citra, the Aparajitapraccha 
very beautifully summarizes: 

कूपो जले जलं कूपे विधिपर्यायतस्तथा । 

तद्वच्चित्रमयं विश्वं चित्रं विशवे ata च ॥ 


Now let us come to the origin of painting as narrated in the 
ancient texts, 


Origin--This general scope of painting hinted atin the preceding lines 
compels us to say a few words on the origin of painting. I donot think 
that any particular factors gave rise to painting. Painting, being one of the 
fine arts and the cultivation of arts, being intimately associated with the 
culture and civilisation of a people, it must have origninated with the 
rise of human civilization itself. The secular origin of painting can be 
traced as far back as Vatsyayana's Kama-sutra which leads us to this 
inference (cf. pages 32, 44 Banaras edition.) that every cultured man 
had in his house a drawinwg board, and a vessel for holding brushes 
and other requisites of painting. 


About the origin ofthe science of painting, we get the following 
story in Citralaksanam: In olden days there wasa pious king named 
Bhayajit. Under him, all the subjects were happy and prosperous. 
Once a Brahmin came to him crying “Oh! King, there is certainly sin in 
your kingdom, or why my young son will die untimely? Please get my 
son back from the other world". The King accordingly demanded the 
return of the Brahmin’s son from the god Yama, on whose refusal a 
fight ensued. Yama was defeated. Then came Brahma, the creator, 
who told the King: “Life and death follow karma. Yama has nothing 
to do with them. You rather draw a picture of the Brahmin’s son”. 
The King did so. Brahma put life to that picture and told the King: 
“As you have conquered the nagna pretas ( 
henceforth, known as Nagnajit, you 
Brahmin’s son only through my grace. ‘This is the first picture in this 


4 7 तप Qu. On 
world. Yougo tothe divine Silpin Vigvakarman, who will teach you 
everything regarding Citravidya.” 


naked ghosts) you will be, 
could draw this picture of the 


Thus, according to Citralaksanam, the science of painting (Citravi- 
dya) arose in this world. We,however, set a different story in the Visnu- 
dharmottaram as to the origin of this science. The rules of citra were 
evolved by the sage Narayana for the good of the world. It is said by 
the sage Markandeya: The two sages Nara and Narayana were engaged 


in penance at their hermitage of WVadari. While they were thus 
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engaged in practising penances, the apsarasas came to cause hindrance 


Roaming amorously and culling flowers they were 
seen by Narayana, who could casily discern their purpose. Taking the 
juice of a mango tree, which excites amour, he created the auspicious 
nymph with charming limbs by making a picture of her. The damsel, 
beautifully drawn, created through painting, in that very moment, was: 
endowed with large eyes. No goddess, no gandharvi, no wife of an 
asura and no nàga damsel, no woman like her was (to be found) in the 
three worlds. Having seen her, all the ten apsarasas went away in 


to their penances. 


shame. 


It is therefore, said that the great sage Narayana for deceiving the 
apsarasas, created the most beautiful woman Urvasi taking the juice of 
a mango tree. By means of the science of Citra she was endowed with 
beautiful form and became the best apsara. The great sage having 


thus created (the art of) citra, with its rules, made the immovable 
Visvakarman apprehend it. 


Thus we get two different versions as to the origin of Citra-vidya. 
One ascribes the origin to Nagnajit and the other to sage Narayana. 
In these legends however is hidden some basic truth which also should 
be interpreted as the correct origin of painting. In either legend the 
origin of the art of painting is scen in the outlining of a human figure . 
for the purpose of creating living human form. Prof. Kramrisch calls शह 
this reconstructed origin “magic and non-aesthetic." But nevertheless "o3 
in these accounts are hidden the elements of observation-cum-imitation 
and imagination going to the very roots ofthe origin ofpainting and accor- 
ding to the V.D.there is yet another very powerful element that forms the 


Qu. A 


fundamental fact in elucidating the origin of painting. “But not only 
the two-fold origin of painting in observation and imagination was 
theoritically known to the authors of the various treatises; the Visnu- 
dharmottara, moreover, introduces its chapters on painting with a E. 
discourse, where Markandeya instructs king Vajra, that yathont e í 
knowledge of the science of dancing the rules of painting can scarcely be Nc 

understood. In another passage, the observation of nature and of the. E 
rules of dancing are indicated as the ultimate resources of the p: ie 
This does not mean that the positions of dancers have to be p: 
None of the nine positions of the treatise on painting in the 
mottara coincides, with any of the 101 positions explicitly de 
Bharata’s Natya-sastra. What is meant by the deriva 
from dancing is the movement in common to bot 
forms; it asserts itself in purity through danci 
the artist, who knows how to paint fig 


> 


oe E 
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blewirg, the fire as blazing, and the streamers as fluttering. The moving 
face, the vitellrcath, the life movement. (cetara), that is expected to 
té eS in 116 werk cfapainter, to make it alive with rhythm and 
expression. Imagination, observation and the expressive force of rhythm 
are meant by the legends of the origin of painting, to be its essential 
features” ~Kramrisch, 


With this general account of the origin of painting, it may be 
pointed out that we have already quoted the religious merit of the 
paintings (cf. Hayasirga P.); their secular use also has been in vogue, 
since a very carly age. The Jataka literatute, Sanskrit Dramas and 
Kavyas like Ratnavali, Raghuvaméa, Abhijiana-Sakuntala, Uttara- 
Ramacazita, io mention only a few of them, bear testimony to their 
secular use. In them from the picture gallery (citragara) in the royal 
pleasure grove of Prascnajit, king of Kosala, to those many portraits and 
landscapes painted by artists of the royal and the servant class alike 
there mention is made. 


"The motif of decorations, a characteristic feature of Indian 
architecture (cf Aprayojya-prayojya the 34th Chap. of the S. S.) was very 
much related to the paintings both secular and religious. Paintings had 
a diverse use from early times. Forthe instruction of the child and 
communication with the illiterate paintings are but a model method. 


“Paintings in ancient India, especiallyin the Gupta Age, was of 
great importance in the life of the citizen. The interest taken in 
pictures varied with the education of the spectator. “The masters 
praise the rekhas (delineation and articulation of form), the connois- 
seurs praise the display of light and shade (Vartanz), women like the 
display of ornaments, to the rest of the public, richness of colour 


. appeals".— Introduction to Visnudharmottara —Stella Kramrisch. 


8 1 
Now with this account and its interpretation of the origin of 
E Ade 


nfing, it may be pointed out that this subject can be viewed from 
three angles, namely the origin of the Art, the origin of the Sastra and 


=the antiquity of its culture, 


2 


हि « As regards the fist angle the above accounts may suffice, Regarding 
j ay be noted that nothing is conclusively known of the 


z 
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Now as regards the third angle, here too there are a good many 
clues in ancient Indian literary and artistic monuments. Painting, 
being a fine art, is ornament of a town, hobby of townsmen anda 
civilized trait of citizenship. That every cultured man had in his house 
a drawing board and a vessel for holding brushes and other requisites of 
painting, is corroborated by the Vatsayana’s Kimsitra. Science of 
paints and its art for cultivation were prevalent in the earliest of Buddist 


period. The King Prasenajit, Kramrisch obser: could boast ofa 


picture gallery where the Bhikkhunis were forbidden to go. Similar are 


many literary evidences corroborating this fact. Kiamrisch observes : 


“From the great Hall built by the Bodhisat according to the Maha 
Ummagga-Jataka—painted with beautiful pictures and the subterranean 


palace of the same Jatak, with its stucco-coated walls, bearing paintings 
ofthe splendour of Sakka, the Zones of Mt. Sumeru, the sea, and the 
ocean, the four continents, the Himavat, the lake Anotatta, the vermil- 
ion mountain, the sun and the moon, the heaven of the great kings with 
the six heavens of sense and their divisions, to the picture gallery 
(citragara) in the royal pleasure-grove of Pasenajit, the king of Kosala, 
where many people used to go, amongst them the Bhikkhunis, who were 
forbidden to do so—to those many portraits and landscapes painted by: 
artists of royal and servantsclass alike, as mentioned in the Ratnavali 
Raghuvansa, Sakuntali and Uttara-Rama-charita—we see an unfading 


delight taken in the magic and the sensuousness of painting". 


' We are all familiar with Ajanta paintings, our proudest pictorial 
ancient heritage dating as far back as first century A. D. There is 
however a more earlier instance of Índian painting found on the frescoe 
in Jogimara cave of the Ramgarh hill withiu the confines of the Surguja 


State. 


Scope.—Now as regards the scope of Painting, some hint has 
already been got from the Aparajitapraccha's origin of painting where it 
speaks of the whole paraphernalia of heaven and earth as forming the 
subject matter of painting. The Samarangana (Cit. laks. p. 7) however 
gives a more reasoned and scientific account of the scope of painting when 
itsays that paintings can be obtained on all the time-honoured back- 
grounds, the board or the cloth or the wall and all these canvases re- 
quire, to begin with the vartis, outlines, mouldings (the krtabandhas), 
the proportions of the portrait, etc. (lekhamana), the colouring substances, 
= and delineations, etc. together with the nine positions of legs and 
feet as well as innumerable poses or mudras of the hands. This is ina 
way the technical scope of the art. There is however, certain time- 
honoured traditions of the motifs of the pictorial art as painted in the 
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pages of these manuals and a perusal will give us a vivid potus of the 
objective scope of painting. This includes not only the celesitial king- 
dom but also the kingdoms of men, animals, birds and beasts together 
with the natural phenomenon of day and night, seasons and years. 


The Aparajita-praccha (Cit. laks pp. 7-8) again goes many steps 
further when it includes the sun, the moon, the stars, the seas, the clouds 
etc., etc. also in the broader purview of the painter’s art. It considers 
painting a very capable medium of presenting the dance, drama and 
other pleasing performances of the court. 


Silparatna (Cit. Laks. p. 8) completes the scope of painting by 
saying: 
HPA स्थावरा वा ये सन्ति भुषनत्रये । 
तत्तत्स्वभावतस्तेषां करणं चित्रमुच्यते |; 


Now in the end may be hinted at, a very important allied topic 
of this scope which is the non-scope Citravigayas’ (cit.laks.p.g) and 
the Silparatna is emphatic that only those things are worthy of pain- 
ting which are auspicious and enjoined by the tradition—the scriptures. 
Subjects of painting are those full of beautiful and auspices stories and 
arousing in us pleasing aesthetic experience;and enkindling our sensibility. 
"The scencs like the battlefield, the death, the naked plays of the tapsvis, 
etc., etc. are not worthy of paints. 


In this connection the Samarangana-sütradhara's prescriptions 
regarding the ‘yojyayoja’ on the house-walls is a beautiful expatiation 
on this topic and the reader is referred to, to read writer's Hindu Science 
of Architecture, Pt. III—Secular Architecture. There a list of the items 
worthy of painting and vice versa is given. 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CHAPTER III 
ELEMENTS, CONSTITUENTS AND TYPES 


This chapter (and its items) may be said to expound the items 
numbering 4th, 7th and 5th of the ‘Citralaksana’ respectively. 


Elements—As regards the elements of painting, it may be pointed 
out that Yas$odhara on Kamasutra of Vatsyayana quotes these essential 
parts of the Alekhya in the following Karika:— 


रूपभेदा: प्रमाणानि लावण्यं भावयोजनम्‌ | 
सादृश्यं वणिकाभद्ध॒ इति चित्रं षडङ्गकम्‌ । 

‘Namely, varities of beauty, proportions, representation of senti- 
mental grace, resemblence, colours and reliefs"—These Six-fold elements 
of painting as presented by Yasodhara, in my opinion, are from 
the point of view of the objective treatment ofthe art as finished work 
i. e. from the spectators' point of view; but from the artist's point of view, 
Samarangana-Sutradhara, presents in the following Eight-fold parts as 
an essential code of the paraphernelia of the pictorial art which may 
be taken as the constituents or the limbs of painting: 


Constituents 
I. Vartika Paint-bursh 
2. Bhumibandhana Canvas (Background) E 
3. Lekhya Drawing 
4. Rekhakarma Delineation & Articulation of form. 
5. Varnakarm Colours Sey 
6. Vartana Display of light and shade. 
7. Corrupt — — f i 
8. » Sic eos i qux 


Types—Without going into details (as these Eight-fold element: 
have to be taken later on in their respective sections), I now say a 
words on the types of painting. Visnudharmottara distingu: 
following four types of pictures:— 


I. Satya—true, realistic (i.e. Loka-Sadrsya) t 
frame. - 
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aim at a beautiful portrait with the consummation of skill 
and prefection of high order. Dr. Motichand, however, 
takes it as a very common decorative motif what is called 
‘Meander’ (Barada Mutan), Sanskrit Gomutrika, wavy 
pattern. The motif is derived from the bullock urinating 
while passing on his track. . The act produces a wavy 
pattern on the track. In the Visnudharmottara, IIT, 4r, 
9, this motifseems to have been mentioned under the name 
of Vainika, which is derived from Veni Coiffure. The 
entwined meanders are of the same shape as the coiffure 
twisted in basket pattern, in which the curves (Khana) 
are filled with floral designs. In dohri bel or double 
meander two meanders cross and the interspaces in ascend- 
ing an and descending loops are filled with flowers and 
leaves—‘Mughal Panting'. 


3. Nagara—pertaining to the citizens i.e. gentry pictures in 
round frames—a special characteristic of which being less 
of ornamentation. 


4. Misra—mixed. 


According to Samarangana-Siitradhara, however, types of painting 
emerge from the types of the background. Accordingly the back- 
ground on which the images are to be painted consists of Patta, i.e. 
board; Pata i.e. cloth and Kudya, the wall. Thus the types of painting 
according to this text are mural paintings and those drawn on cloth 


and board. ‘This shows the great advancement achieved in the art of 
painting in its times. 


In tke Manasollasa or Abhilasitartha-cintamani, however, the types 
of painting are classified as five-fold (cf. Cit. Laks. p. 6): 


I. Viddha citra, 3. Bhava citra 
2. Aviddha citra 
5. Dhuli-citra 


4... Rasa-citra 


Viddha—The exact copy of an object as we find in reflection, is 
called ‘viddha’ and it corresponds to what is called satya’ in the V.D 


Where ‘loka-sadrsya’ is aemed at. Here it is ‘darpana-sadréya. 


* | Aviddha—is not so much opposite to *Viddha'; but here only 


resemblance will do. It is, as it were, painted accidently and so only 
utline-drawing will do. 
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nz. EL i à . 
Bhava—varicty of citra is one that € 


2 presses the Rasas like 
Srngara etc. It may also be called ‘Rasa-citr 


in Silparatna’s termino- 
logy (cf. ahead). 


Rasa-citra—here rasa means ‘drava’ or ccloured solution. 


Dhuli—citra is characterized by bright colours, 


The Silparatna on the other hand restricts its classification of the 
arietes o EM ; First j : 
varieties of pictures only to three. First it takes the word Citra in the 
wider sense of the term i.e. image which is, as we have already seen is 
Citra (sarvatigadrsya-karana), Citrardha ire. half-relief and Citrabhasa', 
the painting and then gives the following three-fold classification of the 
pictures: — 


1, Rasa-citra—is one where a very look at the outline and its 
colouring and shades etc. indicate the Srngara etc. rasas. 


2. Dhbulicitra is what is described in Mansollasa (cf. before) and 
is already taken notiee of. 


3. Citra—proper here is what is called the Satya in the V, D. 
and the Viddha in the Manasollasa. 


Dr. Raghavan has a very illuminating observation on the kinds of 
pictures treated in the texts—vide his paper Some 'Sanskrit Texts on 
Painting'—I.H.O. Vol. X. 1933 and I better close this chapter with his 
remarks on this topic: 


“Coming to the four kinds of pictures given in the Visnudharmottara, 
सत्य, वेणिक, नागर and faa, Iam of opinion that none of the first three 


kinds has been correctly or adequately explained by Dr. Coomaraswamy 


Vainika can never be explained by taking stand on Vina which may 
mean ‘lyre’ and thus can, in due course, lead one to ‘the lyrical.’ 
Similarly Wagara cannot be explained by Vatsyayana’s JVagaraka, Even 
the Negara style met with in architecture does not help us in this con- 
nection. Satya cannot be interpreted as a Sattvika picture. One can 
as well derive it from Sat and say itis the picture of the Upanisadic 
Brahman. My impression on reading the Visnudharmottara is that even 
to its author the exact import of these names was not clear. The text 
seems to have been written after a cutin the flow of tradition of the 
artists who were using these words as Paribhasas. Otherwise one would 
not, in differentiating types of pictures on the basis of prominent and 
noteworthy features, mix — | these such trifling features as the ablong 
or square nature of the frame, as the author of the Vi, Dha. does. The 
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names Vainika, Nagara, etc. remind me of similar Paribhasas of the 
Natyasastra, viz., Jarjara Kaisiki, etc. which even in Bharata's text are 
explained very unsatisfactorily with the aid of grammar and verbal 
resemblances. 


Itmustalso be noted in this connection that none of the other 
works dealing with the types of pictures, speak of these four kinds 
mentioned in the Vi. Diz. The Abhilasitarthazintamant gives five varities 
of picture: faz, अविद्ध, भावचित्र, रसचित्र, and yeaa. Of these the 
Bhava Citra’ stands by itself and is of the greatest importance. It has 
been explained above that ‘Bhava Citra’ is the picture depicting 
emotion. The ‘Rasa Citra’ and ‘Dhiili Citra’ go together. The ‘Dhuli 
Citra! is the Tamil ‘Kolam,’ done with white flour on the floor and in 
front of our houses. In the month of Margasirga, Tamil girls vie with 
each other in the villages to draw the biggest and the most intricate 
‘Kolams’ in front of their houses and then decorate these ‘Kolams’ at 
various points with pumpkin flowers. On more festive occasions, in 
the houses, temples and Tambalams (i.e. brass plates used in our houses) 
for Nirajana, these ‘Kolams’ are done with various coloured powders. 
These Citras are naturally short-lived. So it is that Sri Kumara calls 
them *Ksanika'. Since these are drawn more especially on floor, Narada 
calls this variety of Citra as ‘Bhauma’ i.e. ‘of the floor.’ Sri Kumara 
describes them thus (cf. cit. laks. p. 7) 


"एतान्यलवर्णानि. . etc.” Silparatna, XXXVI sls 144, 145. 

‘Rasa Citra’ is another variety of ‘Kolam.? One must not be 
misled by the word Rasa in ‘Rasa Citra’ and take it with ‘Bhava Citra.’ 
The word Rasa here means drava or coloured solution. The Abhi. 


thus defines 1(--सद्रवे: वर्णकैः लेख्यं रसचित्रं विचक्षणे:--- 


Cint. 


This kind of ‘Kolam’ is also drawn in some Tamil houses. White 
flour-solution and red Kavi-solution are employed, and are called in 
Tamil as ‘Mavukkolam’ and *Kavikkolam', The former is drawn in 
waving lines. Thus ‘Rasa Citra’ is also a kind of ‘Kolam.’ While curna 
or powder is employed in *Dhuli Citra,’ drava or solution is employed 
in ‘Rasa Citra’. The Makara and other coloured designs drawn on the 
cheeks and busts of damsels according to the Kavyas also belong to this 
category of ‘Rasa Citra.’ Therefore it is held by Sri Kumara that like 
Dhüuli ‘Chitra’ and Citra (ie. Sculpture), etc. the ‘Rasa Citra’ also 
is not for the walls, 


सुधा धवलिते भित्तौ नैव कुर्यादिदं सुधी? 
i ; Toid., $1, 143. 


CC-0. Gurukul Kangri Collection, Haridwar 


a 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
ELEMENTS, CONSTITUENTS AND SCOPE 389 


Thus Painting and half-visible reliefs, Citrabhasa and Ardha Citra 
are the two that are done on walls. These facts are not taken int» 
consideration by Dr. A. K. Coomaraswamy. Consequently, he con- 
nects (Ashutos Mukerjee Commemoration Volume, Part I 
the Vainika of the Visnudharmottara with the Me ores E 
Sri Kumara and says that both are identical. Surely Rasa also me x 
emotion and emotion is associated with Viņā from which is derived Eu 
him the Vainika type. But when one sees the clear definition of Rasa 
Cita given by Someévara from whom Sri Kumara borrows his 
knowledge, one will be best assured of the fact that Rasa Chitra is another 
kind of ‘Kolam, related to the Dhuli Citra, the word ‘Rasa here mean- ae 
ing drava, | 


The Viddha and Aviddha types of pictures of Somesvara stand. 
together. They are thus described by Somesvara :— d 
aza लिख्यते यत्तु ait प्रतिबिम्बवत्‌ । 
तच्चित्रं विद्धमित्याहुविद्वकर्मादयों बुधा: ॥ m 
आकस्मिके लिखामीति यदा qfzer लिख्यते । 
आकारमात्रसंपत्वे तदविद्वमिति स्मृतम्‌ ॥ 
Viddha is thus a perfect portrait-like realistic picture, 100king | 
verily like a reflection of the thing in a mirror. The description is also. 
borrowed by Sri Kumara in his Silparaina. Somesvara’s definition of 
Bhava Citra, is reproduced verbatim and that of Viddha with a slight 
change by Sri Kumara. The text as printed in the Triv. edn. is 
somewhat corrupt and I give it here with my emendations : | 
सादृश्यं लिख्यते यत्तु दर्पणे प्रतिबिम्बवत्‌ d s 
तच्चित्र (विद्ध) मिति विख्यातं नालमाकारमात्रकम्‌ ॥ 


LI 


The definition of the Viddha stops with the third foot and t 
fourth foot describes another picture called Nala, Whatis Nala? 
is the Aviddha of SomeSvara. Both Nala and Aviddha are describ 


by an artist giving only just those few lines which are eno 
the likeness of the object portrayed (akaramatrasamp 
disposed to think that the Satya of the Visnudharmottare 
of Somegvara. Satya and Viddha are two nam 
with complete Sadrsya [Sadrsya whi nds f 
one feature which emphasises the fact that 

tion-Art, is mentioned often in the Vi udi 
excellences of Picture which the artist mi 
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CHAPTER IV 
THE VARTIKA AND THE CANVAS 


The principal topic of this chapter is the preparation of the back- 
ground on which the paintings are to be drawn. Vartika is not a 
paint-brush in the technique of painting. It is an implement (like a 
brush) for plastering the background, wall, board or cloth and the like 
canvases. Hence, before the technique of the background is described, 
a word on the Vartika, its accessory implement is essential. As already 
referred to the eight-fold constituents or limbs of painting, the Vartika 
isone of them. The Vartika is not the same as Vartana,as understood 
by Dr. Motichand (cf. ‘The Technique of Mughal Painting’ p. 45). 
The Vartana is the process and the Vartika is animplement. Vartika 
may be translated as crayon and the use of crayon for making the first 
sketch was known in ancient India. 


*Vartika orcrayonis reffered to in the commentary of Samyuttanikaya 
(II, 5). It was used for painting on panels as well. In the Dagakumara- 
carita (Wilson's ed. p. 92) Varna-vartika is reffered by which the hero 


drew on the prepared panel........... In the Prasanna-Raghava, a 
drama by Jayadeva, crayon is known as Salaka. 


The Mughal painters used sometimes charred tamarind twig (imli ka 
koyala) as crayon to draw the first sketch. Since the introduction of 
pencils, however, the practice of drawing sketches with charred twigs 
has been given up'—Motichand. 


It may be noted that in drawing pictures as many as three imple- 
ments or brushes were used and these are Vartika, Tilika and Lekhani. 
The first outline of the picture is to be drawn with vartika and then for 


colouring it or giving shades and other allied delineations, tilika and 
lekhani were used. 


According to Manasollasa, Vartika is a sort of colour stump (cf. Cit. 
laks. p. 30 वतिका and states :— 
कज्जलं भक्तसिक्थेन मृदित्वा कणिकाकृतिम । 
वति कृत्वा तया लेख्यं वतिका नाम सा भवेत्‌ ॥ 


which corresponds to what the S. S. has described as will follow. The 
Abhilasitartha-cintamani (cf. Cit. Laks. p. 30) as already hinted at, in. 
the above paragraph, takes this opportunity to distinguish between 
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three types of paint-brushes which are re 
another. The first is Tulika, 

second goes by name of Tindu. 
and hollowless bamboo of the t} 
nodes with the modification that 


quired to be used one: after 
the colour pen for line-work and the 
Both these are to be made of a strong 
Jickness of the little finger with two 
for the Tindu, you have to place at its 
tip a small copper pin with a grain’s length of it protruding. The third 
is Lekhani for applying colours, 


The Vartik& preparation isan elobarate technique. Firstly it. consists 
of procuring suitable clay (The S.S. 72. 1-3), the clay must be of a special 
quality collected from the Gulmantara—the midst of the thickets, the 
lotus beds, the banks of a river, the caves of the mountains, the 
interiors of a vapi or a forest, the roots of a tree, the corn fields, etc. a 
Special care is to be taken that it is saltish, durable, smooth and whitish E 
in colour. Secondly, the suitable clay collected from one of these 
places (though as per the first line of the 4th verse of Chapter 72, ‘the 
different clays procured from the different places have successive 
merits’), should be ground enough into levigated powder (kalka). With 
it should be mixed a certain quantity of powdered rice and its propor- 
tions vary in various seasons—one-seventh in Summer, one-sixth in ; 
Autumn (Sita or §isira), one-fifth in winter (Sarad) and one-fourth ड 
in rains. Thirdly, regarding its length, it should be noted, that it too 
varies with its uses: in apprenticeship the student-painter requires to 
mould it into only two angulas of length ; but if it is to be used in the 
delineations upon the Kutha and cloth itis three and four angulas, 
respectively. 


On Vartika and brush we shall say something again (vide Chapter 
VIII of this part). Let us now come to the topic of the background. 
The preparation of the background, on which the pictorial representa- 
tions ar: to be drawn by the artist, is the first and the foremost of the 
canons of painting. This technique of the art is technically nown 
Bhümibandha(after which the title of the 72nd Chapter of the 
It forms an integral part of the training of a painter, 


zn 


painted on, cloth —all these naturally require di 


Correspondingly the following three varieties o 
eee : zx He 
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2. Pattabhümi-bandhana— preparation of the background for 
paintings on the board. 


3. Patabhumi-bandhana— preparation of the background for 
paintings on the cloth. 


Before proceeding with these different canvases of the different 
types of paintings, something about the technique of the Bhümiban- 
dhana, in general may be said. It has been pointed out many times 
that this portion of the text being horribly corrupt in some places, it is 
difficult to give an authentic presentation. Nevertheless an attempt 
is made to interpret the true import of this technique. The text says 
(72. 3.) that on some auspicious day with auspicious constellations all 
the three members of this sacred task of painting, namely the painter 
(Karta), the patron (Bharta) and the master the Siksaka, the Acharya 
Guru, should first observe fast and then offer worship to the Vartika, 
already prepared for the task of preparing the background. A particular 
kind of seeds like those of the Brihi should be ground into a levigated 
‘powder. It should be then moulded into a ball (pinda) and got dried 
up inthe sun and then it should be rubbed for full seven days all round after 
it has been boiled up with water to get it freed from husks, etc. This is 
one process of the technique which is called Kharabandhana as 
oppossed to soft one, the former. The peculiarity of this latter process 
‘is that the powder so obtained should be used in plastering the 
Vartika by the brush made of hair (Romakurca). This general 


backgrouhd is also called Siksikabhümi, the background for apprentice- 
ship. 


1. The Mural background It is the preparation of the plaster 
for the walls serving as background for the mural paintings. The 
first thing in this process is the levelling of the wall and then milk, the 
ksira, procured from any of the plants like Snuhivastuka, Kusmanda, 
Kuddali, Apamarga or Iksuka and it should be kept lying for a week 
and with the mixture of the liquids of any of the trees, like Simsapa, 
Asana, Nimba, Triphala, Vyadhighata, Kutaja, etc., a compound should 
be used in sprinkling the wall already levelled up. After this, another 
process consists of plastering the wall with a clay compound of soft mud 
mixed with the liquids of Kakubha, Masa Salmali and §riphala together 
with a portion ofsand. This plastering should be done in the thickness 
ofan elephant’s skin. The third process in this technique consists of 
giving another coating of the Kadi-sarkara—powder of the limestone 
chips —which makes it fit for paints to come out on the surface and light 
and shade also well delineated. 
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“At Ajanta, our earliest source of information about Indian fresco 
paintings, the ground was prepared by a mixture of clay, cowdung and 
pulverised traprock applied to the walls and thoroughly pressed in, 
Rice-husk was also added to the above mixture. The thickness of this 


first layer varied from one-eighth of an inch to three-quarters of an 
inch. Over this a coating of cunam was applied (cf. Griffiths, the 


Paintings in the Buddhist Cave Temple of Ajanta Vol. I p. 18). This 
method was also followed at Bagh (cf. Asit Kumar Haldar “The Paintings : 
of Bagh Cave” Rupam 1st October, 1921 pp. 13-15). re 


In the eleventh or twelfth century frescoes in the temple of 
Brhadigvara at Tanjore a mixture of lime and sand was used for pre- 
paring the ground (cf. S. Paramasivan, “The Mural Paintings in the 
Brhadisvara Temple at Tanjore"—an investigation into the method 
and Technical Studies in the Field of Fine Art). 


The method of preparing wall surface for froscoes in the Mughal 
period may be termed what the Italians call fresco-buono. The modern 
1 method of preparing surface for fresco painting at Jaipur is so similar 

to that followed by the Mughal artists that we give a summary of the 
|, method below, 


The advantages of lime plaster as ground are many. The plaster 
is durable and is not affected by damp except when attacked by salt- 
petre. It is also held good for external decoration in Northern India 
| where the climate is dry. i 


In the modern Jaipur method, lime used for preparing the ground 
| is at first perfectly slaked. It must remain under water for a week or 
more. After this, sand, double in proportion to the unslaked lime, is — 
added. This mixture is thoroughly ground. This plaster can then be - 
used on rough stone or brick walls. The plaster is applied in 
4 coating after wetting the wall. Itis thoroughly pressed into the 
; and crevices and beaten edge-ways with thin strips of woo 


coat applied. This process is repeated again and again till à 

is at last a quarter ofan inch thick. Then it is carefully | 
> ae 

allowed to dry. 1 > $ 


it is kept under water for months, 
best works. Curd (dahi) is mixe 
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halfa seer of curd to half a maund of dry lime. The mixture is stirred 
well and allowed to stand overnight. Next day the water is strained 
and fresh water added. "This process is repeated for a week when the 


lime is ready to be used. 


Only such part of the surface is wetted which can be painted ina 
day. A mixture of some ground plaster and fresco lime 1s prepared to 
the consistency of the cream aud applied to the surface in two or three 
coatings rubbed well with a flat stone. After this two or three coatings 
of fresco lime are applied rubbed over with a flat stone. When these 
'coatings are a little dry the surface is polished with an agate burnisher 
to impart it a beautiful sheen (cf. E. B. Havell, Indian Sculpture and 
Painting) —Moti Chand (M. P. pp. 13-14). 


2. Pattabhumibandhan—The board canvas. As regards the 
technique of the background of the board, it is enjoined thus: Let the 
Vimba seeds be gathered and their nuts separated and purified or in 
their absence let Sali grains be procured and having been powdered 
they should be cooked in some pot and with this liquid the board should 
be plastered to make it suitable for the drawings of the pictorial repre- 


sentation. 


3. Patabhumi bandhan—The Cloth canvas. The afore- 
said technique of the board holds good here. "The text says in the last 
‘but one verse of the chapter (cf. 72) that the process of the Patta holds 
good in that of the Pata also. 


“Cotton cloth seems to have been fairly widely used for the purpose 
of painting in Ancient India. Thus in the Samyatta Nikaya (Il, ror- 
-i02, and IIT, 152) use of the strips of cloth (dussa-pata) along with 
well polished. panel (suparimattha phalaka) and wall (bhitti) is 
‘mentioned for the purpose of painting. In the Vi$uddhimagga (535) of 
Buddhagho$sa canvas (pata) is the ground or support of painting. In 
the Mahavamsa (XXVII, 18) the representation of a palace drawn 
with cinnabar on cloth is mentioned. In the Maijusri-milakalpa 
painting on cloth is mentioned. "Phe cloth is to be woven by a pure 
virgin. An elaborate ritual is prescribed in this connection. The 
Kamasutra mentions akhyanapata, which seems to mean a scroll con- 
taining the representation of a story. The Kavya literature is full with 
references to canvas painting. It is mentioned in the Dutavakya of 
Bhasa when Duryodhana describes a canvas picture depicting Draupadi 
being dragged by the hair. In the Paficadasi Madhavacarya while 
‘discussing the four modes of higher self incidentally compares them with 
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the four conditions of a canvas painting. The canvas is washed 


(dhauta), burnished (ghattita), drawn upon (lafichita) and coloured 
(rafijita)”—Moti Chand M. P. pp. 9-10. 


E. 

“In the modern paintings on cloth embodying, very ancient tradi- k 
tions may be mentioned the pata paintings of Bengal and Puri in A 
Orrissa. In older patas of Orissa we find that the cloth on which the E 


painting was done was of even surface which was coated with a thin 


layer of plastic clay which was carefully pounded and usually mixed E 
with cowdung and them beaten to thin paste. When dry, the surface EU 
was rubbed till it became smooth, and it was then ready for painting. si 
This procedure is still followed by the pata painters of Bengal and E 
Orissa. 3 
e 
The Vaisnavism of Va:labhacarya has given rise to another form of E 
pata painting within hundred years or even more. §rinathadvara in n 


Udaipur State, Rajputana, is the chief place of pilgrimage of the 
Vaisnavas and also the centre of Vaisnavite art. The portrait of god 
Krsna on small pieces of cloth in olden times were in great demand by 
the devotees. Much bigger paintings on cloth were and are still 
turned out representing various episodes from the life of Krsna and are 
generally used in the Vaisnava temples as tapestry curtains known as 
pichvat. The priming is not the cowdung mixed with clay as in 
Bengal patas but thin coating of safeda or zinc-white. Paintings con- 
forming to pichvai but dealing with the episodes from the lives of the 
Jain Tirthankaras were also produced in Gujarat in the eighteenth and 
nineteenth centuries"—ibid. 


With this a bit detailed textual exposition of the three different - 
backgrounds in relation to the three main types of Painting as given in: 
the S. S. (cf. Cit. laks. p. 9-11), let us dwell a little more at this. topic. 
ofthe background as given in other texts like Abhilasitartha-Cinta- 
mani (also Manasollasa) and Silparatna (cf. Cit.laks. p. 11-12) 


The Ab. C. directs that in the preparation of the background. of 
the wall for mural paintings first we have to white-wash the wa 
see that it does not show any wounds (i. e. crevices ect.) ai 
prepare a lepa, for its polish. The technique of its preparatio: 


wet in 
uld be cut 
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1 


It may be noted here that the text also enjoins that this Vajra-lepa 
is to be kept in a pot with a little quantity of water and heated up 
to make it liquid and in this liquid is also to be mixed up some quantity 
or white clay and then it has to be used as coating for the wall, in three 
layers, each layer being allowed to dry before the application of the next. 


The Silparatna's prescription does not go after that cf the Māna- 
gollasa as is contended by the scholars that Silparatna copies Māna- 
sollasa verbatim. It gives in this connection some very important 
contents in the preparation of the background of the wall and empha- 


tically directs that this ointiment, in which an ingredient of lime is an` 


essential constituent, must not be used on the background of the 


board. 


Now let us see what are the special features of this preparation as 
given in the Silparatna. In this preparation the main ingredient is 
‘Sudha’ a special quality made of the ash-powder of the conchshell etc. 
Its quantity in proportion to one fourth should then be mixed up with 
gula-toya i.e. watery preparation of molasses along with the drops of the 
decoction of mudga mung pulse and sand. Powder of ground banana 
fruit duly heated in the Kalagni should also be mixed with it. It then 
should be placed in Droni-pot and be left for three months to be dried 
up. Afterwards it should be powedered againon a slab with a slab, pou- 
ring gula-water as long as it does not become as smooth as butter. 
Thus prepared this plaster should be applied on the wall duly made fit 
for the purpose, by the brushes of coconut fibre. 


Now these surfaces developed into manifold classes—the human 
body; implements, vessels, weapons, article of dress; objects of furniture, 
including books; boats and ships and other panels and so many other 
things prepared especially or entirely to.be painted on. 
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CHAPTER V 


THE ANDAKA MEASUREMENTS & THE PROPORTIONATE 
MEASUREMENTS. 


The 74th Chapter of the S.S. entitled““Andaka-pramanam’’is unique 
in the respect that it has practically exhausted all the possible scope of the 
Andaka-measurements,which in its turn represents the scope of the pain- 
ting itself (vide II Chap.). Further more these prescriptions of the Andaka- 
measurements are a unique feature of this text. Such an elaboration in 
any treatise on the paintings (including Visnudharmottara) is not to be 
found. Further again all these Andaka-measurements are characteristic * 
of pictorial images and, therefore, they are unique for their innovations * 
in relation to existing canons of paintings. Again it may be noted that- 
the very first line of this chapter (74th) promises us body-dimensions— 
Kayapramana also, which are described in the subsequent chapter 
entitled *Manotpatti" (the 75th) and hence both these chapters read . 
together, give all the required proportions. (cf. also Cit. Laks. p. 16) 


Now the question is: What does this andaka mean? Its architectural 
meaning is cupola. This I have already indicated (vide Temple 
Architecture). Its meaning in Iconography, i. e. painting, in my 
opinion, is the model, a bare outline, a mark, as it werc. Beforc a 
picture is painted on any background, it must have an outline. Or 
Andaka is the sameas is now called ‘Badama’ in shape of the dry 
fruit(?). As the andaka of a temple indicates its character(very important 
element of Architecture) so the andaka in Painting is also its index of 


the picture to be painted. 


Various kinds of andakas are described. The author first takes the 
Mukhandaka and Vrttandaka and then proceeds with other andakas 
Alasandaka etc. The first 4 lines being corrupt, it is difficult to recons- « 
truct the authentic measurements of the Mukhandaka. Regarding the ५ 
Vrttandaka, the text lays down its proportions as consisting of Trikoti 
and its shape to be oval as its very name indicates and the Alasindaka ° 
in proportion of only half of the Golaka. The following table will show 
at a glance the respective sizes of the andakas ir relation to the different 
species of the beings, men, women, children, gods and demi-gods. 
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Sl. A—Andaka Pramana 
No. Species Length Breadth Descriptions 
1. Men ds 6 5 rs 
2. Women we At m In likeness of a coconut 
(fruit) 
3. Children dio 5 4 d 
4. Rüksasas ve 7 6 In the likeness of the circle 
of moon. 
5. . Divine beings 8 6 E. 
6. Divya-Manusa 6} + Halfofthe Golakas in excess 


to the proportion of the 
m Manusandaka. 
7. Pramathas 5o 5 4 In the proportion of the 
children's Andaka. 
6 (cf. Raksas). 
6 (cf. Divine beings). 


8. Yatudhinas 7 
9. Danavas , 8 
Io. Gandharvas 5 8 
II. Nagas Y 8 
12. Yaksas 8 
13. "Vidyadharas 6 


} (cf. (6) above). 


It may be further pointed out that allthese individuals can have 
for their respective Andaka measurements all the principal three cate- 
gories of Andakas, namely Mukhandaka, Vrttandaka and Alasandaka. 
As the text has not given these absolute proportions in every case, I have 
left them out for the fear of an incoherent picture (likely to emerge). 

. Now the body-dimensions (K aya-Pramanas), already referred to in 
the introductory para of this chapter, may be taken up. 


There are two different kinds of units of measuremrnts, namely the 
absolute and the relative. “Of these the first is based upon the length 
of certain natural objects, while the second is obtained from the length 
of a particular part or limb of the person whose measurement is under 
consideration. The following table giv 


es relation between the quan- 
tities used in the absolute system:— 


8 Paramanus make 1 Raja 8 Yukas make r Yava 

8 Rajas > 1 Roma 8 Yavas » I Angula 

$ Romas b 1 Liksa 2 Angulas , 1 Golaka or kala 
8 Liksas 5 I Yuka 2 Golakasor,, 1 Bhaga. 


kalas. 


(S-S. 45. 1—3): 
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With this table of units of measurements, the following table will ! 
give at a glance the respective bodily proportions in relation to the Z 


different beings:— 


B—Kaya Pramana, 
Individuals 


I. Devas oo 

2. Asuras 

3. Raksasas 

4. Divyamanusa 

5. Men 
(a) Purusottama (superior) .. 
(b) Madhyama (Middle) .. 
(c) Kaniya (Inferior) T 
Kubjas (Humpbacked). od 
Vamana (Dwarf) ०० 


.8. Kinnaras us 


9. Pramathas 


Another unique feature of this text in this connection is the pres- 
criptions of the various forms in relation to all the kingdoms, divine, 
mortal and animal. A few of these specimens are tabulated as here- 
,under:- - 


C—The Different Forms, 2. ८. Rupa 


Species. 


I. Gods .. 3 Suüraja 


2. Divyamanusa 1 Divyamanusa 


3. Asura 123m Cakra 
4. Raksasa .. 2 Durdara 
5. Men .. 5 Hamsa 


6. ? .. 2 Mesa 
7. Vamana 3 Pinda 
(dwarf) 


8. Pramatha .. 3  Kujman- 


Kinnara .. 
Women .. 


399 


Proportions | 
= Remarks ~ 
Length Breadth 
30 8 
29 7i 
27 7 
241 6 
23 5i " 
22 5 > 
14 on 
7i 5 ‘ T 
7 5 र 
6 4 ^ : 


A 
2 3 £ 
‘age 
Kumbhaka T Ernte 
2 ‘ing 
Mut Tirnaka i l 
Sakata Kurma 


Šaša Rucaka Bhadra 


Vrttakara .. 
Sthana Padm 
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11, (a) E'ephant 4 Bhadra "Manda Mrga Misra 


= (in relation to 
the place of 


birth). 
(b) Elephant 3 Hilly Riverine Belonging to desert. 
12. Horses 
"(Rathyà) i.e 2 Parasa Uttara  .. = 
Vehicular. ५ 
19. Lion 4 Sikharasraya Bilas- Gulmasraya Trnasraya 
(belonging raya (belonging (belong- 
to the peaks (belong- to thickets ing to 
of the moun- ing to of the forest pro- 
tains). caves), forest). per). 


Vyala 16 (varieties) 


Harina (Deer) 

Grdhraka (Vulture) 

Suka (Parrot)  . N. B.—In the 

Kukkuta (Hen) | Visnudhar- 
‘ Simha (Lion) ` - pell mottara - also, 

Sardüla (Tiger) these — different 

Vrka (Wolf) motifs of gods, 


= 


O OI 60 (ए न ०० ७ - 


_ 
© 


E ४४१६१ ७ ९ इ7 


= ee 
> 9७ > 


RAT. 
£ iTS: 
20 88. 


Aja (Goat) 

Gandaka (Rhinoceros) 
Gaja (Elephant) 
Kroda (Hog) 

Asva (Horse) 

Mahisa (Buffalo) 
Svana (Dog) - 
Markata (Monkey) 
Khara (Ass). 


demons, men 
and aninials are 
a common pro- 
perty, but they 
are only hinted 
atand not elabo- 
rated theré. — 


Now with this presentation of the Andaka measurements, as regards 

Other proportionate measurements, it may be pointed au ai the 

outset that these are really a common property both of the ficos 

ind sculptural ene A detailed exposition of this theme has already 
IC का peecunotie taken up at all here. 


i 
afi ४७8 E 
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and I am taking liberty to use Prof. Kramrish translation of these 


passagcs of the text. (cf. also Cit. laks 9. 19-21): 


“All kings should be (made) endowed with the marks of mahapuru- 
shas and all sovereign rulers should be (made) with webbed hands and 
feet. And a circle of hair should be drawn auspiciously between their 
eyebrows. On the hands of kings should certainly be drawn three 
beautiful auspicious lines slenderly curving and resembling the scratches 
(made) by a hare. 


The hair should be represented auspicious, fine, resembling the deep 
blue sapphire, adorned by its own greasiness and with the undulation of 
that essential requisite. (The different) classes of hair are the following: 
(1) Kuntala, (loose) hair, (2) Daksinàvarta, curled towards the right, 
(3) Taranga (wavy), (4) Simhakesara (mane-like), (5) Vardhara 
(parted), and (6) Jatatasara (matted). 


An eye should be of the form of a bow or (like) the abdomen ofa 
fish, or like a petal of the blue lotus (utpala), or of the white lotus 
(padma), a fifth, (oh) great king, is said to be of the form of a grind- 
Stone. An eye of the form ofa bow should belong to women (in 
general) An eyc of 4 pavas (in width) is called by the name of fish- 
abdomen. A blue-lotus-petal-eye is traditionally said to be 6 yavas and 
a red- or white-lotus-petal eye is g yavas in measurement. So an eye 
of the shape of a grind:tone should be 10 yavas. The measure of a Java 
should be calculated proportionate to the measurement ofan angula, 
which has its own standard. 


The eye assumes the shape ofa bow when looking at the ground 
in meditation. (An cye) of the form of a fish-abdomen should be 
painted (in the case) of women and lovers. An eye of the shape of the 
blue-lotus-petal is said to be of the ever-calm. An eye of the lotus-petal 
shape befits the frightened and crying. An eye of grind-stone shape is 
in its place with the angry and woe-stricken. 


Sages , ancestors (7. e., manes) and gods, (oh) lord of men, should 
be made glowing and with ornaments consistent with thcir own colour 
and outshining (lit. robbing the splendour of others who are lustrous). 
(Oh) best of kings, that is verily beautiful and devoid of crooked lines 
(which is) done as aforesaid with these measurements, suitable, un- 
reproachable, in positions with various rays of light (स्थार्नरनेकक्रिरणे:) 
on them, within (appropriate) surroundings (lit: fixed grounds, (स्थिःर- 
भूमिलम्भः) by the exertion of (the artist's) own intellect, after he has 


carefully considered (everything). 
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Markandeya said: The eye (becomes) charming (when it is) like 
the blue-lotus-petal (utpalapatrabha), red at the corners and with black 
pupils, smiling, gentle and ending in long eye-lashes, (oh) best of men, 
The hands of gods, (oh) king, should be conducive to the welfare of the 
people (i. ८., represented in a benevolent attitude). The eyes (should 
be) wide, with black pupils, adding beauty to the divine face, beautiful 
to look at, charming to the mind, smiling and with endslike those of 
blue-lotus petals, with eye-lashes bent at the ends, of equal size, gentle 
and (with the white) of the colour of cow's milk. 


The face beautiful all over should be fully developed : (it should be) 
well finished, benignant, marked with all the auspicious marks, not 
triangular and not crooked. One who wishes good to the people should 
discard (a too profuse employment of) large circles, triangles and other 
(geometrical shapes) when representing gods. (Oh) perpetuator of the 
Yadu race, the gods should be represented according to the Hamsa- 
measure. They should have hairs on their eye-lashes and eye-brows 
only ; their body (however) should be entirely devoid of hairs. Those 
who live in heaven have always smiling faces and eyes, and look like 
(youths) of the age of sixteen, They should be drawn wearing auspicious 
strings of garlands and ornamented by crowns, earrings, necklaces, 
bracelets, ornaments of the upper arm, long girdles reaching up to the 
ornaments on the feet, and sacred threads with ornaments for the head 
Their shoulders should be broad. (Oh) tiger among men, they should 
be represented with beautiful loin-coth on the left, reaching below’ the 
knee; the right knee (however) should be shown. ‘Lhe linen scarf which 
the gods wear round the upper part of their body should (also) be 
executed beautifully. The halo should be drawn round their heads, 
proportionate to the measurement. of the head and the colour of the 
halo-circle, (oh) great king, should resemble the colour of the deity. In 
their case, all upward look, a downward look and also a sideward look 
should be discarded. ‘The same applies to a too small, to a too big, to 
a depressed (looking), to an angry and to a harsh eye, It is said that 
upward look causes death, downward look causes sorrow, sideward look 
causes loss of wealth, too small eyes cause death, too large eyes cause 


sorrow and so do the depressed (looking) eyes, (oh) best of kings. A 


harsn look causes loss of wealth and an angry look causes tear. (The 


image ofa deity) should not be done with either shrunk or inflated 
abdomen or with wounds (on the body, oh) 


perpetuator of the Yadu 
race. (Itshould not be) bent, ofa r 


Sab Dee [ 2 rough colour, with an open mouth, 
hort o x s 
or with limbs sho or exceeding (appropriate) measurement, (oh) 


descendant of the Yadus. (It should not fall) short of or exceed (the 


prescribed) measurement, (oh) ruler of the earth. A shrunk abdomen 


is conducive only to starvation and fear, and inflated abdomen causes 
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death. A body with wounds causes death, one that is too short brings 


about loss of wealth, one too long creates sorrow, and one with roush 
colour induces fear. A halo in the east causes loss of wealth, in the 
south death, in the west destruction of sons, and in the north fear 
(i.e., it ought to be behind and round the head). A nimbus short of 
measurement leads to destruction and one execedine the appropriate 
measurement bespeaks ruin to the country. A rough (image) is said 
to cause death and an angry (one) destroys beauty. Even when (duly) 
invoked by the best of Brahmins, the gods never enter images short of 
(Sastric) measurements and devoid of the marks (laksanas of divine 
form) but) demons, ghosts and hobgoblins alwavs enter into them, 
and so a great care should be taken to avoid shortness of measurements 
(An image) possessed of all the beautiful marks is said to be excellent 
from every point of view. It adds to wealth, crops, fame and the 
length of life, yet when devoid of (those) marks, it destroys wealth and 
crops, (oh) best of kings; the gods always should be made beautiful 
having gaits (like one of the following) animals, (viz.,) the lion, the 
bull, the elephant and the swan. Blessed is a work of art (endowed) 
with all (the Sastric) marks, (as it brings luck) to the country, to the 
king and the maker, (and is as the gods) long for it. An image, there- 
fore, should be properly made by all men with great care, (endowed) 
with all (the Sastric) marks”—pp. 40-42. 


In the end a very important thing in relation to the iconometry of 
painting, is a detailed code as given in the Manasollasa which is very 
ably worked out by G. K. Shrigondekar, the editor of the text—vide 
Introduction p. 7-10—and it is being reproduced to complete this topic 
with fuller details and better material: 


Pictorial Iconometry.—“In the Minasollisa, very interesting 
details are given on portrait painting, which is dependent in the first 
place on the three principal lines, called the plumb lines here named 
as the Brahmasutia and the two Paksasutras. The Brahmasütra is the 
line which begins from the Kesinta (forehead where the line of hair 
begins) and passes through the middle of the eyebrow, the tip of the 
nose, chin, chest and navel to the middle of the two feet. This line, 
therefore, marks the centre of the body from head to foot. 


The two Pak;asütras are usually six angulas away from the Brahma- 
sUtra on either side. They start from the Karnanta (the top of the ear) 
and pass through the chin, the middle part of the knees, the outside skin 
and the second finger near the toe to the ground. 
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The five attitudes.—With the variation of the distance between 
the central and side lines five different positions of the subject are 
obtained, in the same manner as the front, profile and three quarter | 
positions are obtained in Western Art. The five positions are named in 
the Manasollasa as Rju, Ardharju, 58०, Ardhaksi and Bhittika. 
Rjusthana is the front position in which the distance between the 
central plumb line (Brahmasütra) and the two Paksesutras, 7. e. side lines, 
is six angulas on both the sides. Ardharjukasthana is that in which the | 
distance from the Brahmasütra to one Paksasutra is eight angulas on one 
side and four angulas on the other. The Sacisthana is that in which | 
the distance from the Brahmasütra to one Paksasütra is ten arigulas on | 
one side and two aligulas on the other. The Ardhaksikasthana is that | 
in which the distance from the Brahmasutra to one Paksasütra is eleven | 
angulas on one side and one angula on the other. Bhittikasthāna is that 
in which only the Paksasütras are seen while the Brahmasutra dis- | 
appears. | 

Later the table for measuring lengths is given (with some additions 
cf, those given before Pt. IT) :— 


8 परमाणुऽ = 1 त्रसरेणु 8 यव$ = I ARTA Or मात्रा Mj 

8 त्रसरेणुऽ = 1 बालाग्र 2 MAIS = 1 गोलक or कला | 
8 बालाग्र = 1 लिक्षा 3 मात्राऽ = I अध्यर्ध्दकला 

8 लिक्षा = 1 यूका 4 मात्रा = 1 भाग | 
8 यूका = 1 यव 3 भागऽ = 1 वितस्ति or ताल. 


The whole body from head to foot is nine Talas in height. The 
face from Kesanta to Hanu=1 ताल. 


ग्रीवा == 4 अङ gus ग्रीवा to हृदय= 1 ताल 
हृदय to नाभि= 1 ताल नाभि to मेढु --1 ताल 
ऊरु-2 TIAS जानु=4 Ig TS 
जङ्घा=2 ताल$ चरण=2 ag as 


Thus according to Brahmasütra the height of the body iso 78188, 
the Mauli (crown of the head) is 4 angulas from the Kesánta ; thus the 
real height is 9 Talas and 4 angulas, i. ¢. 93 Talas. 


Vertical measurements—Next come the delails of vertical 
measurements:— 


RE 1. First is the Mastaka-sutra, 2. e. the line of the crown. 


2. Four angulas below is the Kesanta (end of the front hair) 


sutra. This goes round the head three angulas above the 
Karnagra. 
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Two angulas below is the Tapanoddega-sttra. This goes 
through the Sarikhamadhya, one angula above the Karna- 
gra and one aneula above the occiput. 

One angula below is the Kacotsanga-sütra which goes from 
near the eyebrows, the upper end of the ear to the 
Sirsakurma (occiput). 

One anguia below is the Kaninika-sütra which goes by the 
Apanga, the upper end of the Pippali and above the pit of 
the back of the head. 

Two angulas below is the Nasamadhya-sitra. It goes 
through the high portion of the cheeks to the middle of 
the ear. 

Two angulas below is the Nasagrasutra. It goes through 
the cheeks, the root of the ear, the Ke$sotpatti-pradesa and 
the back. 

Halfan aügula below is the Vaktramadhya-sutra, It goes 
by the Sprkka or Krkatika. 1 

Half an arigula below is the Adharostha-sutra. It goes by 
the joint of the chin to the back of the neck. 

Two angulas below is the Hanvagra-sutra. It goes by the 
neck to the joint of the shoulder. 

Four angulas below isthe Hikka-sutra. It goes from below 
the shoulders and the tops of the hands. 

Seven angulas below is the Vakiahsthala-sutra. It goes by 
the red part of the nipples and the arm-pit joints to the 
back-bone. 

Five angulas below is the Vibhramasanga-sutra. It goes 
below the nipples, the part between the breast and the 
back-bone, the upper part of the elbow joint to the middle 
of the back 

Six angulas below is the Jatharamadhya-sutra. It goes by 
the end of the biceps to the back. 

Six angulas below is the Nabhi-sutra. It goes by the loins 
to the top of the Kakundaras (buttocks). 

Four angulas below is the Pakva$ayasutra. It goes by the 
middle of the Nitamba (hips) above the Sphiks i. e. fleshy 
part of the buttocks. 

Four angulas below is the Kaacipada-sutra. It goes by the 
middle of the buttocks. 

Four angulas below is the Lingasirah-sutra. It runs by the 
root of the thighs to the expanse or curving of the but- 
tocks. 
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Five angulas below is the Lingagra-sutra. It goes from 
below the buttocks and enters the fold of the buttocks 

Eight angulas below is the Uru-sutra 

Four angulas below is the Manasutra, 2. © Urumadhya-sütra., 

Four angulas below is the Janumurdha-sutra, These three 
sutras should go round both the thighs. 

Four angulas below is the Janvadhah-sutra. This also should 
go round the knee 

Twelve angulas (one Tala) below is the Sakrabasti-sutra. 

Ten angulas below is the Nalakantaga-sutra. It runs from 
the top of the ankle to the top of the heel. 

Two angulas below is the Gulphanta-sutra. 

Four angulas below is the Bhumi-sutra. 


The total length of the Brahma-sutra amounts thus to 108 angulas. 
The author next gives elaborate iconometrical details of the different 
parts of the body for all the five (rju, etc.) attitudes of images". 


~ As regards the rules for painting on walls, the Manasollasa gives 
them in the first four Sthanas, omitting the last or the Bhittikasthana 
as no part of the face is visible there on the Bhitti (wall). Further 


Ve 


this text does not recognise any other Sthana besides these five. 


. their charm in objective presentations rather than in the subjective re- 
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CHAPTER VI 
PLASTERS AND OINTMENTS 


At the very outset it may be pointed out that plasters and ointments 
are quite a different material in painting from colours and paints. The 
former are related to the preparation of the background where Vartika 
is employed as an accessory implement (i.e. brush-like), the latter is 
an ally in drawing out the picture. 


Art is nothing but a great technique not only to represent nature 
in life movements but also to tap its resources for its own benefit. 
Natural resources when tapped and fashioned in an art-craftsmanship, 
give birth to Fine Arts like painting, architecture and sculpture. 


The art of painting not only draws its inspiration from nature but 
is dependent on it for its materials. The naked backgrounds, bare : 
surfaces of walls, the rough boards and the like, unless decorated, plas- c 2 
tered and painted, can neither arouse our sensibility for appreciation, 
nor enkindle our aestheticity for any sentimental outbursts. 


Hence in the technique of painting, the plasters and ointments - 
together with the delineations of colours and shades have a fundemental 
importance. In the remote times, the arts like painting had much of 


presentations—their counterparts in the modern paintings. For every 
detail—the preparation of the background, the preparation of the 
plasters and ointments—they had to struggle hard before they could fit 
with a canvas so laboriously prepared and with a brush so difficult xi 
be shaped into one. In the S. S. in the Chap. entitled *Lepyarkarm 


the preparation of the clay suitable in the plaster and ointment 
process of their preparation together with the varieties of the ] 
and their use in the delineation of the details of the picto. 


Plasters and ointments, really should have been t. 
backgrounds (cf. chapter III *Vartika and Backgroun 
1 Jk a ee 

the reason, why they are separately aken her 
fact of giving an individual entity or charac! 
as they form an essential constitue abono 
Painting, ie. 3rd e—it should be read 


3 
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‘Iekhana’ is the 7th limb of painting—vide the S. S. 71.15, (cf. also 
the grd chapter ‘Elements, Constituents and Types of Painting)’, 


Brick-plaster—In the V. D. (Pt. III Chapter 40 verses 1-10, also 

Git. Laks. p. 13) brick-plaster is preferred to Clay-plaster of the S. S (to 
be taken notice of, ahead). “Brick powder of three kinds has to be mixed 
with clay, one-third part (in amount of the brick powder). Having 
mixed safforn with oil, (one) should mix (lit. place) (with it) gum resin 
bees wax, liquorice, molasses and mudga preparation in equal parts. 
One-third part of burnt yellow-myrobalan should be added therein, 

Finally the astringent made of the Bel-tree (Veronia elephantum), destr- 

uctive (of all injurious agents) mixed in proportion of two to one should 

be added by an intelligent artist and also a portion of sand, proportion- 

ate to the amount of the whole. Then the artist should drench (this 

mixture) with moist split pulse dissolved in water. The whole 

of this moist preparation has to be kept in a safe place for one 

month only. After the moisture has evaporated within a month, a 

skilful artist should put this dried (yet still damp) plaster on the wall, 

having carefully considered everything, It should be plain, even, well 

distributed, without ridzes or holes, neither too thick nor too: thin. 

Should it (look) ill done after having become (quite) dry (due to shrin- 

kage), then it ought to be carefully smoothed by coatings of plaster 

- made of that clay (as mentioned before) mixed with resin of the Sala- 
tree (Shorea robusta) and with oil. (It is further made) smooth by 

(repeated) anointing, constant sprinkling with water and by careful 

polish.: Oh lord, when this wall has promptly dried, it does not go to 

ruins anywhere even at the end of a hundred ycars,"—Kramrich's 


translation p. 47-48. 
The Clay Plaster 


According to the S. S. the clay for the purpose of ointment and 
plaster should be procured from the auspicious places like vapi, kupa, 
tadaga, lotus beds, dirghikas, the roots of the trees,the banks of the rivers, 
thickets, etc. These are the sources from which this clay ought to be pro- 
cured. These various clays are of different colours and are declared auspi- 
cious for the respective castes. This clay should be free from gravels and 
then the liquids obtained from the trees like Salmali, Masa, Kakubha, 
Madhüka, Triphala, etc. and they should then be mixed with the clay 
along with also a good quantity of sand too in it. Then afterwards, the 
hair of the horses or the hair of the bullocks and also the skin of the 
coconut, i.e. fibres, also husks of the grain, form a constituent of the 
compound. The quantity of the sandand the clay should be in equal 
measure. All these compounded into a levigated powder (Kalka) should 
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be distilled into some suitable cloth (ic. what we call kapadachanay. 
Other details are difficult to be obtained as the text (9 to 11 vs.) are 
corrupt. My surmise, however, is that this compound is directed to be 
boiled in order to make it a fast ointment. 


This Lepya, in its various compounds, a typical technique of which 
has just been hinted at, to all intents and purposes, was the substitute 
for the modern paints of various colours. Mixture of liquids of different 
varicties in different kinds of soils along with other ingredients stood 
good for the paints of old and they were more durable and faster than 
what we have these days. Mention of the Vajra-lepa (cf. Mansollasa) 
in connection with the iconoplastic art had already been made. All 
these lepas, vajra and otherwise rcally belonged to the one and same 
category. 


Ointment.— According to the A. P. (Cit, laks. p- 14-15) in the 
preparation of the Clay-plaster or rather more correctly the: Ointment 
by means of which not only the background is furnished with a befitting 
medium of the picture, but also the image itself is done up with (Cit. 
laks. p. 14-15), there are so many other ingredients besides the clay. 
These are the butter and milk of a kapila cow, the atasi flower, thepowder 
of barley and wheat grains, the barks of milky trees and guda-samyuta 
bakula along with the Indravrksa—all these to be well powdered and 
mixed with the powder of the interior of a stone and then all this leviga- 
ted powder (kalka) be again ground with the oil of atasi and water and 
when well ground it assumes an ointment like hajjala. This, then, 
should be transformed into handfuls (pindas) in the quant.ty of musti, and 
be left for being dried up in the sun. When got dried, it beccmes as 
hard as vajra. This is what may be termed as Mrttikabandhana. 


There is, however, another variety of the plaster or ointment as 
dwelt upon in the A. P. It is Sudha-bandhana, This is prepared 
through the white stone pebbles duly being burnt down for a period of 
ten days and then liquids, obtained from trees like Bilva, be poured into 
it and then be left over for a month or at least a fortnight. With this 
stucco plaster, the text directs us to proceed with the painting of an 
image (other details under Cit. laks p. 15 are not wanted here). 


Apart from the V. D. the S. S. and the A. P. there are yet two other 
texts (1. c. Silparatna & Abhilagitarthacintamani) which have also a rich 
prescription on this topic. Some clues on the topic in hand have already 
been got (vide the last chapter ‘The Vartika and the Background?) and 


so here only a few words may be added. 
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We know that plastering walls and painting them white is one of 
the preliminaries of wall-painting. Abhilasitàrthacintamani (Cit. laks. 
p. 11-12) gives a fine surface as essential for a good picture and requires 
a smooth wall to be carefully white-washed without a scratch or blot. 
Three coatings of white mud and vajralepa account for this smoothness 


of surface. 


The Silparatna’s prescription of the ointment to be applied on the 
wall-surface is called ‘varna-lepana.’ It directs that on a wall already 
white-washed, an ointment, consisting of the powder of conch shell, sukti, 
etc, white clay duly mixed and shampooed with the liquids obtained 
from the trees like kapittha, nimb, etc., etc, should be prepared. This 
ointment should be applied gradually in two or three successions. It 
gives three varieties of the ointment. One is already described. ‘The other 
results from the bark of trees like Sakotaka or Ketaki. ‘The 3rd is pre- 
pared from the Sudha-curna (lime powder) duly powdered in ‘ulukhala’ 
and got mixed up with the liquid of kerabal-fruit. Thus the text says: 


एवं धवलिते भित्तौ दर्षणोदरसन्निभे । 
फलकादो पटादौ वा चित्रलेखनमारभेत्‌ ॥ 
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CHAPTER VII 


COLOURS AND BRUSHES; SHADES AND OTHER 


DELINEATIONS 
Colours 


Let us now proceed with colours. Our text does not give any 
detailed information about colours. Visnudharmottara, the most re- 
presentative treatise on painting, gives two sets of colour-varieties (vide 
Chapters 27 and 40). The first set consists of five primary colours—red, 
white, yellow, black and green and the second. one white, yellow, black, 
blue and colour of the myrobalan. Bharata-Natyasastra’s classification 
of five primary colours tallies with the former set of Visnudharmottra. 
Silparatna, 8 latter treatise of great repute, mentions white, red, yellow, 
soot and $yama (dark, blue or black) as primary colours. “The Abhilasi- 
tartha-cintamani (cf. Manasollasa) knows as pure colours, white made 
of conch shell, red (prepared from red lead or from alaktaka juice, i.e. 
lac or from red chalk—gairika) green-brown (haritala), i.e. sulphurated 
arsenic, and black from kajjvala (soot, used eye-black). 


“The mixing of these colours is left to the ingenuity of the artist. 
He may coat them with lac and resin. Colouring substances are: gold, 
silver, copper, mica, deep coloured brass, red lead, vermilion, tin, yellow, 
orpiment, yellow myrobalan, lac, indigo and some kind of iron oxide?— 
Visnudharmottara, Part IIT, Chapter 40. In Silparatnam (cf. Ch. 
46 vs. 119-130) prescriptions for the preparation of these vegetable and 
mineral colours are given. “Red chalk for instance ought to be ground | 
on stone and left covered with water fora day, red lead also ought to 
be ground and covered with water for half a day, red arsenic, however, 
should be made into powder but it should not be covered with water. 
‘Then the colours should be ground once more and again put into water 
for five days. Afterwards, they shovld be mixed with the exudation of 
the Nimba tree, then at last they are ready to be applied on walls and. 
pictures”. 


With this general introduction to the colour-scheme of d 
treatises, just referred, let us now proceed with the subject 


The topics on colours in the pictorial art a 
laksana (Pp. 35-39) are: the primary ge ene 
Suddhavarnas; the secondary ones or com à 
of one another—the Antaritas or 


IT ppl enn 


with subtle differences in the same colour. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
412 COLOURS AND BRUSHES 


which colours were made-- the Rangadravyas— and the use of the gold in 

colouring as well as the technique in their shading and delineations. AI] 
£ 

these topics may be taken one by onc. 


Primary colours.—According to the V.D. as already referred 
before, there are only five primary colours and Ab.C. however men- 
tions only four. Indian texts on painting generally give only four 
olours as primary ones exceeding the Western list by the addition of 
white. It may however be pointed out here that blue and black are 
different. Black is well known. What is the nature of blue? Ab. C. 


gives it: acta च या नीली भवेदिन्दीवरप्रभा 


‘This colour is, therefore, different from kajjala (for kr;na) and is 
absolutely essential for preparing secondary colours. ‘These five colours 
are kept in separate cups so that they might be used as pure colours or 
mixed to produce secondary colour tints 


‘ 7 The Aparajitapraccha, also recognizes only four colours, but it has 
an‘innovation. Here colours are related to the different styles like 
Nagara and Dravida, etc., taken up in a subsequent chapter ahead— 
vide “Styles of Painting" Chapter X. 


Secondary Colours—result from compounds or mixtures of one 
another. There is a very rich description of the varnas in the Ab. C. 


(Git, Laks. p.37 under मिश्रवर्ण: ) and this expatiation, along with those 


found in other texts like Silparatna and Siva-tatva-ratnakara, etc. have 
very ably been utilized by ‘Sri Sivaramamurti (vide his article ‘Paint- 
ing and Allied Arts in Bana’s Works’ J.O.R. vol. 7, 1933)’ and it ‘is 
wot th reproducing here : 


' “The texts on painting like the Citrasütra in the Visnudhar- 
mottara, the chapters on painting in the Abhilasitarthacintamani and 
the Sivatatvaratnakara and the Citralaksana chapter of the Silparatna, 
etc give a list of the various tints got by mixing primary colours. It is 
remarkable that Bana has set at naught the limited colour variety of 
these texts and given out in his catalogue of innumerable tints that deep 
and close study of nature which had enabled him to grasp the extreme 
subilety of difference between tint and tint. In spite of the limited 
number of colours stated the texts on painting are not unacquainted 
The Silparatna gives three 
radations of red—Sindura for light red, Gairika (mountain-born) red 
ineral chalks) for a middle tint and Laksa (lac) juice for a deep 
‘The Abbilasitarthacintamani and the Sivatattvaratnakara tell 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


COLOURS AND BRUSHES 413 


and mountain-born chalks are for crimson tint. They echo Bana’s 
statements. White and black give the grey of smoke; blue and white 
the colour of the pigeon similar to the Rajavarta and the hemp-flower. 
Red mountain chalk and conch powder give a peculiar pale red 
(Dhumracchaya). Darada (vermilion) mixed with white gives the 
pale red of the red-lily while Alaktaka (red lac or sap) combined with 
white gives the colour of the sun's horses. ‘The difference is very slight 
here. Pure indigo (Nili) of the colour of the blue lily givesa green tint when 
mixed with yellow pigment. Red lac with lamp-black gives a dark 
brown and with blue the colour of the Jambi fruit. The tints got by 
mixing primary colours—like smoke grey, pigeon colour, the different 
varieties of red, brown, green and the colour of the Jambi fruit are 
clearly given by Bana. The variegated hue to which he refers is 
given by the Silparatna as a convenient colour for artists; but 
according to Srikumara it is got by mixing red, black and yellow in 
equal proportions Red and yellow give the colour of Bakula flowers 
which Bana describes as Dhusara (tawny). This is the same as flame ici 
colour. There are also other varieties of red given in the 
Silparatna. The green of the parrot’s wing described by Bana 
as not dissimilar from that of the plantain leaf is got by a 
mixture of Haritala (yellow) and blue; and the purple of the Jamba 
fruit so cleverly described by the parrot in the Kadambarl is the result 
of the union of red lac and blue. The yellowish white of the inner petals 
of the Ketaki flower noted by Bana is the type of white got by mixing 
Haritala and conch-powder as laid down in the Abhilasitarthacintamani. 
The rosy colour of the pigeon’s leg in the Kadambari is the ‘Gaura’ 
type of rosy white in the Silparatna, which is the same as the 
Saurasvasadrsaprabha (colour of the sun’s horses) of the Abhilasitartha- 
cintàmani and the Sivatattvaratnakara, though the ‘Gaura’ of these 
books is slightly different from that of the Silparatna being got by 
mixing red and yellow instead of red and white. The pingala type of 
yellow, that Bana states as the colour of honey, is not the result of | 
mixture of white and yellow in the proportion of one is to two th 
the Silparatna gives. It isa tawny colour—more red than yello 
something like Piñjara which is defined by the Haimakosa as Pita 
Bana gives the Pinjara type of reddish brown as the colo 
paddy fields a really true observation; and this colour ६ 
that of honey which has a greater proportion of red 
the same as the Atirakta of the Silparatna wirk yee t 
proportion of one is to two. The var ated. our of d 
peacocks, tittiries, etc., as given by Bana cordance wi 
rule of the Abhilasitarthacintamani he Siv | 
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holds the use of different colours for the effect of the animals absolutely 
necessary. It might be two colours or three or more.” 


N. B —The textual quotations in the footnotes are avoided as 
i they are already there in the Citra-laksana, appended in the end. 


Colour Substances—as described in the V. D. are manifold—a 
workable list however (Cit. Laks. p. 35) is kanaka (gold), rajata (Silver) 
tàmra (Copper), abhraka (mica), rajavanta (an inferior diamond of 
Virata country’ what-is called ‘Lajawar’ in eastern districts like Gorakh- 


pur), sindura, trapu haritala, sudha, laksa, hingulaka and nila. Loha 


l ® s also mentioned as a colour substance. 

ji 

Bes o . We can divide colours into two broad classes—natural and artificial. 
5 at Dr. Motichand observes: “The natural pigments comprised of certain 


s. elements, compound minerals and vegetable extracts; and the artificial, 
all manufactured salts or the pigments owing their colours to vegetable or 
insect dye-stuff.” (Mughal Painting p. 18). 

i: Now leaving aside the order of the colour-substances as tabulated 
above, let us’ say a few words on some of the more important colour- 
substances 


५  Sudha.—The V. D. III. 40-2 enjoins the use of lime (Sudha) for 
white. 

Sindura.—In the preparation of red pigments many substances, 
such as red stones and red clays, red ochre (ger) hiraunji, etc. are used 
and orange lead, i.e. sindura is also an important colouring material in it. 


Hingula— also goes with sindüra. It is vermilion or crude 
cinnabar or sulphide of mercury. It is called ‘icur’ in Hindi. That 
sometimes outline was drawn in vermilion is referred to in the Maha- 
१७६. (xxvii. 18) 


IM 


Nila— Indigo and Rajavarta, the blue par-excellence, are promi- 
nent among bluc-pegments 


Indigo (nil)—“This colour was manufactured in India in antiquity 
d largely exported to Greece and Rome. It is also mentioned in the. 
Visn idharmottara TII 40, 26, as one of the 
The colour is extracted from certain plant 
odern botany as indigo-ferae. In the beginning it seems to have 


for dyeing cloth but later on, specially in th 
ir school, it was used 


Mr 


of 
l- 


j- 
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Ultramarine azure (lazwardi).— The ultramarine azure was used’ 
in Indian pictures from ancient times, though lapis lazuli from which 
this colour was produced is not a product of India. The blue par 
excellence in Ajanta paintings is ultramarine. This, however, came 
from outside the Deccan, probably from Persia. Ultramarine is also 
used in the illustrated palm-leaf manuscripts of the Prajaaparamita 
from Bengal and Nepal from the tenth century onwards, and also in the 
illustrated manuscripts of the Kalpasutra and Kalakacaryakatha belong- 
to the period between the twelfth and sixteenth centuries"— Mughal 
Painting, pp. 24-25. 


“Now reverting to the use of the azurite and lapis lazuli in Indian 
painting we are aware that the rajavarta was known as a colouring 
material in the Visnudharmottara, But this blue must have been a 
very costly material in ancient times, Now a question rises about the 
so-called deep blue used in Ajanta painting. I do not think that it is 
ultramarine but quite possibly the azure. Even the deep blue of Jain 
miniatures seems to be azurite. In the Mughal painting, however, 
real ultramarine azure has been used in costly paintings to denote sky. 
Sometimes the blues of garments are painted with azurite; the exuber- 
ance of blue in callizraphic panels also points it to be azurite than 
real ultramarine. In Pahari painting the excessive use of azure is 
apparent. But inspite of all this there is no separate mention of 
azurite anywhere either in Sanskrit or Persian. It seems possible that 
azurite and lapis lazuli in Mughal painting went under the same 
name"—ibid, 26-27. 


Haritala— is one of the popular yellow pigments and Ramaraja— 
yellow ochre also yields brownish yellow. “Orpiment (hartal) was used 
in illustrations of the Buddhist palm-leaf manuscripts of the Pala period 
and in the miniatures of the illustrated manuscripts of Apabhraméa or _ 
Western Indian style. The use of orpiment in Jaipur painting and. 
Rajput painting as such only reminds us that the Rajput school, though 
greately influenced by the Mughal school retained same of the earliar ` 


traditions intact. J have not seen orpiment used in Mughal painting; 
its yellow par excellence being gogili or peori"—Motichand. 


As regards the green pigments, something has already been. 
gathered from Ab.C. cf. Sivaramamurti's article. “Orpiment or sulphide 
of arsenic (hartal) mixed with indigo yieldsa green known as zahari in 
the terminology of Mughal painters— Motichand. à 


Use of Gold and other Metals— Metals were widely used both 
in sculpture and painting. Gold, the metal par excellence, has been a 
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hobby of the grand painters, because it trailed with itself the suggestion 
of power and erandeur, gleaming lustre and its disinclination to tarnish 
Lavish use of gold in order not only to delineate the details of costume 
butalso to make painting attractive has been time-honoured tradition 


through the ages. 


‘Jt js not known since when the gold-leaf began to be used 
decorating images and painüngs, but itis certain that in the early 
centuries of the Christian era gold-leaves were being used for decora- 
ting the stucco images of the Buddha in Gandhara. The Visnudharmo- 
tara Purana also mentions gold as a colouring material 
(Visnudharmottara, III, 40, 25), but we do not find the use of gold in 
the paintings of Ajanta, Ellura, Bagh or Badami. In the illustrated Jain 
manuscripts of the fifteenth century, gold, however, is profusely used. 
It seems, therefore, quite possible that the use of gold as a colouring 
material and also border decoration was introduced in India from 
Persia where the method of decoration with gold was first introduced 
by the Timurides in the fifteenth century. In the sixteenth century 

en this method of decoration extended from Bokhara to various Persian 
centres. It came to India from Persia, where its use became general. 
The use of gold was not only confined to the embellishment of the 
manuscripts but was also extended in the binding of albums and for the 
decoration of calligraphic panels’ —Motichand. 


This observation about of the antiquity of the use of gold in Indian 
paintings is open to controversy. Dr. Motichand on the basis of 
archaeological evidence, i.e. absence of the use of gold in the paintings 
of Ajanta, Ellura, Bagh and Badami, traced its influx in india from 
Persia. This, Icontend, is confusing the artistic creations with the 
canons of Art. All this pictorial heritage of India as illustrated in the 
cave monuments is a direct outcome of the religions upsurge of the 
time. Painting, a palace-culture, must have been more refined and 
grander in the courts (with the use of gold in it) and simple yet sublime 
in the religious establishments like the cave temples as referred by the 
learned Doctor. In pictorial canons of the V.D. (belonging to the 
early Gupta period) if the use of gold is there, its artistic representa 
tion in pictures must have also been there which unfortunately are 
lost to us. All the principal texts headed by the V.D. echo this 
tradition of the old. Hence in my humble opinion the scholars should — 

nsider this point and revise their opinions. $ 


SFE 


a (silver), tamra (copper) trapusa (tin) Abhrak (mica) | 


Po — = UM 
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and also loha (iron) as already referred to, in the above list. All 
these metallic elements were used in the form of powders applied to 
the painting mixed with binding medium. 


A word on the technique of the use of gold as gathered from the 
ancient texts like the V.D., Ab. C. and S.R., may be also said here; 
before the topic of delineations of shades and brightening of the 
picture with the colours and metallic substances may be taken up. 


'The V.D. explicitly mentions the use of the gold, but as regards its 
technique, its prescription is general, taking perhaps allthe metallic 
substances cf. the word ‘ लोहानाम्‌ ~ Cit. Laks. p. 35 last but twolines— 
and accordingly it hints at two-fold technique of the use of 


these metals : 


I. Patra-vinyasa, i.e. gold leaves or leaves of any other 


metal; and 


2. Rasakriya— used in the form of the liquid transformed by 
heating it up with the mixture of Abhraka along with other ingredients 
such as compa-kutha and vakula-niryasa. (N.B. kutha is the same as 
‘kvatha’ in the physian’s Materia Medica and as regards the ‘niryasa’ 


it is a kind of exudation or gum of some tree.) 


The substance of the prescription of the use of gold 
as found in the Abhilagitarthacintamani and Silparatna—Cit. 
Laks. p. 36 (वर्णेषु स्वर्णयोग: ) and p. 38 ( स्वर्णलेपविधिः) is as 


follows : 


“Gold-leaf should be divided into finest leaflets, and then ground 
with a well smoothed stone; afterwards it has to be mixed with water 
and with asmall amount of sand. When this paste is well ground it 
should again be put into water so that all dirt may rise to the surface. 
The gold paste should then be pressed, mixed with vajralepa and 
applied with suitable brushes. There were nine brushes 
for every colour. When dry, the artist should rub it 
slowly with a boar-tusk untilit becomes bright. Then again he may 
place over this very fine gold leaves and rub them with hard cotton. 


It may be noted here (cf. Cit. Laks. p. 38) that though two 
methods of the use of gold are described in the Silparatna; practically 
there is no difference in them except the minor details because in the 
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exposition ofthe ‘vidhi’ the texts particularises the aid of vajralepa 
which is already there in the first *vidhi". 


Brushes 


The Samarangana-Sutradhara under Vilekha-laksana (73. 12-21) 
gives a variety of five-fold brushes. They are technically called 
Kürcaka, Hastakürcaka, Bhasakurcaka, callakurcana, and Vartani (?) 
Each of them has been provided with a particular shape of their points 
| and they are tabulated as follows:— 


Types Shapes 
1. Kurcaka Vatankurikara —points like those of the 
sprouts of Banyan tree. 
2. Hastakürcaka ASvatthankurakara— ys »an Asvattha 
tree | 
E 3. Bhasakurca Plaksa-Sticinibha „an Indian 
fig tree. 


Callakurcana Udumbarakara „another variety 
of an Indian fig 
tree. 


Varteni 


N. B. K.P. Jayaswal (cf. “A Hindu Text on Painting"—Mode:n 


Review XXXIII, page 734) however, mentions that there were as many 
as nine brushes for every colour 


This information supplied by our text is limited to shapes. What 
about their sticks (Danda)? From the corrupt line (73.22) it may be 
surmised that these used to be made of bamboo (cf. Vainavodandah) 


. Abh. G. (also Manasollasa) (Cit. Laks. p. 29) prescribes for the 
reparation of the paint-brush what is termed as Lekhani, to bring the — 
h f a calf and they should then be bound up with the aid of 

(lac) on the tip ofthe tülika. This lekhniis of three kinds— 


Madhya and Süksma. The first is to be used in the application of 
plaster or ointment ( ल्लेपनम्‌ ), the second in the drawing out the 


at 


Digitized by Arya Samaj Foundation Chennai and eGangotri | 


COLOURS AND BRUSHES 419 


of three kinds—Sthül etc. (cf. above vide Abh. C.) but in use it is to be 
sub-divided again into nine for each colour. It also gives variations in 
the hairs with which the three varieties of the lekhani is bound up on 
their tips. The S. R. prescribes the hair of calf-cars only for the 
Sthüla (cf. Abh. C.) for the madhya and the suksma, the hair of the 
stomach of the goat and those of the tail of the hog are preferred 
respectively. 


Vartana—-the Delineation 


One of the p incipal elements in the production of pictures is what 
we have called it Vartana, the display of.light and shade along with the 
equally important element, the Rekha, the delineation and articulation 
of form. Both these elements are very much dependent for their fuller 
representation upon a sct of three other accessories in the pictorical art. 
They are technically called Ksayaand Vrddhi—decrease and increase,— 
the science of fore-shortening, the fundamental norm in painting 
without which neither delineation and articulation of form nor the 
display of light and shade can be fully repre ented. Equally important 
is the law of proportion, the Pramana, also. Dr. Kramrisch remarks (cf. 
the V. D. Translation—Introduction, page 14) *Fore-shortening (Ksaya 
and Vrddhi) and proportion (pramana) constitute with regard to single 
figures, the working of observation and tradition. The law of Ksaya 
and Vrddhi was as intensely studied by the ancient Indian painter as 
was perspective by the early Italian masters. Pramina, on the other 
hand, was the standardized canon, valid for the upright standing figure 
and to be modified by every bent and turn”. 


Now catching the lost thread of the Vartana, according to Visnu- 
dharmottara (cf. Ch. 41), it is stated to be three-fold: 1. Patraja—cross 
lines, 2. Airika—stumping—and 3. Vinduja—dots. 

The painter draws an outline in yellow and red colours as a rule. 
Both Visnudharmottara and Bharata's Natyasastra concur in their view 
(cf. ibid p. 17) that “the painter should think of the proportionate size 
| of the thing to be painted, and think of itas having been put on the 
wall. Then calculating its size in his mind, he should draw the outline 
making all the limbs. It should be bright in prominent places and dark 
in depressed places. It may be drawn ina single colour where com- 
parative distinction is required. If depressed places are required to be 
bright, jet black should be used.” 

As regards modelling to produce the effect of roundness or curvature, 
bright colours are used until the deep darkness is produced—vide Siva- 
tatva-ratnakara. 
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Mixture of colours —tliousand of them,—cannot be described in णि 
in any treatise. They are always left (the tradition agrees to it) to the 
imagination of the artist. Great emphasis is laid by the ancient masters 
on the light and dark shade of every tone. Again it may also be noted 
that for every phenomenon the brush with paints are not needed. “The 
colour has partly descriptive and partly suggestive significance". For 
example take sky or the atmosphere, Vignudharmottarra illustrates this 
phenomenon in both descriptive as well as suggestive colours. In the 
former, the sky is to be represented in blue colour of blue lotus and 
wearing a garment of that colour, if represented asa statue, it should 
carry the sun and the moon iin its hands (cf. V. D. Part III, Ch. 62, 
verses 1-2). In the latter however, taken in a naturalistic and descrip- 
tive sense, it has to be painted as almost without any special colour, 

In the end it may be pointed out that proficiency in painting really 
depends on how a painter can delineate light and shade. Light and 
shade also go with the depths and heights as is evident from poets 
like Kalidas who simply paint the picture in their similes and Utpreksas 
(cf. Kumarsambhava lines) : 

“उन्मीलितं तूलिकयेव चित्रं 
बपुविभक्तं नवयोवनेन, 

Dr, Raghavan Gomments :— 

“Her body in girlhood was like an unfinished picture which when 
worked out with fine brush, attained the waken state as it were from the 
sleeping or blind state. The word 'विभक्त' here is important. It means 
the effect of light and shade; and this is given as one of the necessary 
good qualities of a picture in the Visnudharmottara : 

“स्थानं प्रमाणभूलम्बो मधुरत्वं विभक्तता” 


There are yet two other important topics under lelineations and 
they are Landscape painting and the delineations of Rasas and Rasa- 
drsties to be taken in the subsequent chapters. 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CHAPTER VIII 
HOW TO PAINT—CONVENTION IN PAINTING 


This is very important theme of the pictorial art canons. How to 
paint js to be answered both from the point of view of Realism and 
Idealism. All Fine Arts, Poetry, Drama, Music and Painting, etc. are 
guided by the loftiest of Idealism and highest of Culture as well as 
noblest of themes and sublimest of Conventions. Conventionalism in 
the art, therefore, is its life-breath, which in its turn is guided by 
Realism and Idealism both. Realism does not mean photographic 
fidelity. Similarly Idealism cannot be a monstrous torture of Realism. 
Idealism is Realism perfect and graceful. Realism has always been the 
ideal not only of Painting and Sculpture but also found fully represen- 
ted in Poetry. In Sisupalavadha ( III-51 ) even the live cat is taken for 
statue—so marvelous is the work of Sculptors. Another type of this 
highly realistic representation is to be found in ‘Raghu-Vamésa (XVI.16) 
where lions spring fiercely to kill the mighty elephants painted on the 
walls of bathing houses on the banks of Sarayu only to discover that they 
are merely lifeless drawings and nothing more. Similar examples of 
such extraordinary realistic treatment in painting and sculpture can be 
multiplied from both the literary and archaeological sources to prove 
this realism -in Indian art. We have already noted (cf. ‘Types of 
Painting’) that every Picture and especially a  Viddha Citra (i. e. a 
portrait) should be like a reflection in the mirror. ^ 


Further again *Light and shade or rather Chiaroscuro as it is 
technically called in the artists world, is a factor to which considerable 
attention has been paid by our ancients. This is an outcome of the 
desire to faithfully represent the volume or the third dimension on a 
plain surface like the board or the convas. This was done either with 
a single colour, i..e. monochrome or with different colours as we have 
it given in the Abhilasitartha-Cintamani and Sivatatvaratnakara: ~ 


पुरयेद्वर्णतः पर्चात्तत्तद्रूपोचितं यथा । > 
उज्ज्वलं प्रोन्नते स्थाने शयामलं निम्नदेशतः ॥ र 
एकवर्णेऽपि तं कुर्यात्तारतम्यवित्षेषतः । 


The oldest authority on this point is the Mahabharata where the 
possibility of highly realistic representation by means of light and shades 


YAT. 
AV 
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in pictures is referred to in the verse quoted by Ksemendra in his 
Kavikanthabharana to show Vyasa’s knowledge of various arts inclu. 


ding painting. 


प्रकीर्ण चित्रपरिचयो यथा भगवतो व्यासस्थ--- 
“अतथ्यान्यपि तथ्यानि दर्शयन्ति विचक्षणाः | 
समे निम्नोन्नतानीव चित्रकर्मविदो जना: ou 


Following it Hemacandra repeats the quotation in his Kavyanusa- 
sana, Dhanapala has a passage in the Tilakamanjari where he talks of 
light and shade in colours bringing out the effect of relief. The use of 
the word *Dinakaraprabheva  Prakasitavyaktanimnonnatavibhaga' is 
significant especially when it shows us that the painter of ancient India 
had observed the play of light on forms and the effect of light and shadows 
thereby. There are other passages from Sanskrit litrature talking 
of the directions and forms of shadows, etc. that bear testimony 
to the very keen and accurate study of nature in ancient India; 
and with all this mass of evidence for it, it cannot be so easily said that 
Chiaroscuro was a sealed book to our forefathers. A look at the frescoes 
of India from any quarter, Ajanta, Bagh, Sittannavasal or Tanjore 
would reveal how well the principles of perspective and foreshortening 
were mastered. The talk of Ksayavrddhi in the Silpa-texts is actually 
shown in practice on the walls in these places. 


From the foregoing pages it is evident what was the ideal of our 
ancients in the pictorial world. Their attempt was at realistic treatment. 
Of course there are conventions in all spheres and as such certain conven- 
tions are there in painting too. Representation of the three worlds being 
the aim of the artists of our land, and the forms of the divine ones, etc., 
being beyond the reach of our mortal eye, canons and descriptions 
regarding their forms, etc., laid down by seers had to be strictly 
followed”—Sivaramamiurti J. O. R. Madras Vol.8. 1934. 


Thus treading our path through the mist of realistic representations 
of the old, we reach the door of treasure house of the Conventions. We 
have already heard some of the painting Conventions like Ksaya and 
Vrddhi, etc. Why should we adopt them? 


i Impossibility of king of 
a hair beyond an indication of it, and a rell possibility of working 


lash d colour i inability to represent eye- 
ashes and colour in sculpture, the impossibilities of representation of 


volume—the three dimensions—in painting are some of the time- 


hapoured factors. which gave rise to Conventions in this facinating 
pictorial art. "There is yet another ver 


73 aa y powerful purpose of the Con- 
ventionalism in painting, 


It is to raise it as high as the Dhvani Kavya 
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in poetry. Where there is no suggestivenesss only a play of words, etc., 
itis termed as Adhama Kavya; Suggestion, the vyangya elevates it 
high, and makes sublime. “The most detailed delineation in a picture 
where nothing is left to suggestion and where finish goes to a point of 
vulgarity is never so desirable as suggestive sketch full of idea and 
thought provoking”. ‘Convention’ therefore in the context of painting 
is that particular suggestion that softens a picture and at the same time | 
gels recognised being understood to connote a certain meaning by 

a large number of spectators’ just as in Alankara we talk of Vyaktavya- 

kta Kaminikucakala$a as very beautiful and suggestive and bring it in 

as an illustration of Vyangyakavya we have the Vyaktavyakta sugges- 

tive picture with healthy conventions as the real force in art. : 


We have a lot of references in sanskrit literature where particular 
conventions denote particular states of emotions. The mudras and 
sthanas, etc. of Natya are other methods of expressing the same states 
and emotions. And as the method of suggestion in Citrasastra is not 
very different from that in the Natya-Sastra as stated in the verses:— 


यथा नृत्ते तथा चित्रे त्रेलोक्यानुकृति: स्मृता ॥ ; ¥ 

दृष्टय़रश्‍च तथा भावा अङ्गोपाङ्गानि सवश: | z 

कराइच ये महा (मया ?) नृत्ते पूर्वोक्ता नृपसत्तम | 

त एव चित्रे विज्ञेया ad चित्रं परं मतम्‌ ॥ 
Visnudharmottara. 


We have to take into consideration both the arts. 


Allthis realism and idealism in relation to conventionalism was 
introduced here to bring home to the reader the ancient technique—how 
to paint pictures—the subject-matter of this Chapter. We have already 

aken notice (vide ‘Scope of Painting!) ofthe very apt declaration of 
the author of Silparatna to the effect that representation ofthe th 
worlds is the aim ofthe artists of our land —srgrar स्थावराइचैव ये : 
भुवनत्रये | तत्तत्स्वभावतस्तेषां करणं चित्रमुच्यते ॥ and the forms of the d 
beings as well as the visualizations of so many things of the 
and the subjective world being beyond the reach of our mor 
canons and descriptions regarding their forms and ideas as I: 
by seers had to be strictly followed. Thus with this in 

question: “How to paint?" gets answered in co 
torial art. 
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expatiation on this most important theme of the painting. This, therefore 
has to be taken notice of in full. It has already been translated by Prof, 
Kramrisch and fully used in his own way by Sri Sivaramamirty also, 
vide his article ‘Conventions in the art of Painting’ J. 0. R. Vol. VIII 
1934, and the present writer will make an attempt to study it in tabulation 
so as to present it in a more coherent and systematic way. 


It may be noted at the very outset that conventionalism in Indian 
pictorial art was fully guided by the proportionate visualisation also. It 
is, therefore, that in the representation of Daityas, Danavas, Yaksas, 
Kinnaras, Devas, Gandharvas, Rsis, Kings, ministers, Brahmins, etc, 
separate pramanas of each class based on separate calculations like 
Hamsa, Bhadra, Rucaka, etc,. and the special distinguishing characteris- 
tics are given. Let us see all these as tabulated hereunder: 


Objects Characteristics 
Rais lustrous but weak and emaciated, with 
(Sages) matted hair and skin of the black deer 
as the uttariya 
Devatas and with Sekhara-mukuta 
Gandharvas 


NV. B. 1.—The text seems to be corrupt. Sri Sivaramamurti trans- 
lates itas not devoid of crowns and having a Sikhara. But I would 
take Sekhara for Sikhara. Thus the meaning would be : these should be 


shown notin crowns proper but in one of their varieties—the Sekhara 
crown. 


Brahmanas full of splendour cf. Brahma-teja (ब्रह्म 
afafeqa:) and wearing white garments. 
Ministers, adorned fully and in a gaudy fashion 
Atrologers - with all sorts of ornaments and with 
Royal priests turbans and not crowns. 
Daityas and with terrible aspect—fearful face, with 
Danavas 


globular eyes, frowning eye-brows and 
क with a gaudy apparel. 
Gandharvas handsome with garlands and orna- 
"Vidyadharas ments, having swords in hands and flying 
in the sky or moving on the earth with 
their wives 
N. B. 2.—The text says that wives of Kinnaras Nagas, | 
Yaksas, greatmen, Pisacas, ‘Vamanas (dwarfs), Kubjas (humpbacks); 
Pramathaganas and kings are to be painted appropriately to the 
measurement of their husbands which in case of first three is Rucaka- 


pramana and the fourth in Sas$apramana and the rest according to their 
natural measurements 
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Kinnaras (i) with the face of a horse anda 
human body; be completely decked 
with jewels, lustrous and carrying 
musical instruments. 


(४) with a horse's body and a human 
face. 
Raksasas terrible, with fierce eyes, hairs all flying 
up dishevelled. 
Nagas like gods with an addition of hoods on 
their heads. 


T'aksas fully ornamented. 

N. B. 3.—The Pramathas of gods, and the Pisacas have 10 special 
pramana. 

Ganas of gods —having faces of various creatures, 
wearing varied dresses, carrying different 
weapons engaged in multifarious sports 
and activities, 

N.B. 4.—All Vaisnavaganas are one type except for four 
differences—one class, Vasudevagana, resembling Vasudeva, Sankarsana- 
gana resembling Sankarsana and ganas of Pradyumna and Aniruddha 
resembling them both—all possessing the valour of their lord, clear like 
moon, and dark like blue lotus or the marakata gem with the lustre of 


sindtra. 


VeSyaganas with gaudy apparel in Srngara and in 
(prostitutes) Rucaka-pramana. 

Kulastriyah full of modesty and in Malavya 
(Ladies of pramana with ornaments, but not 
the house) gaudy 


N. B. 5.—The wives of Daityas, Danavas and Yaksas are beautiful 
others according to their forms. 
Widows —greyhaired in white clothes, devoid of, all ornaments. 


N. B. 6.—Dwarfs, humpbacks, old ladies and beautiful damsels are 
to be in the retinue of princesses. 


Kancuki —old 
Vaisyas and in Rucka and Sasaka pramana, wearing 
Sudras dresses according to their castes. 
Commander- very proud, mighty with a ponderous 
in-chief head, broad chest, prominent nose and 


chin, lusty shoulders, browny arms, thick 
neck, gigantic in proportions, with three 
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Wariors 
Armed foot- 


soldiers 
Bowmen 


Horses and 
Elephanis 
Warriors 
on them 
Horse-riders 
Bards 


Heralds 


Warriors with 
clubs 


— Pratiliara. 
-. (door keeper) 


= Merchants 


‘usicians, 


Dancers, Critics 


CONVENTION IN PAINTING 


distinct wavy wrinkles on his brow, a 
broad waist, with his look upwards. 
—knitted brows. 
over-bearing look, gaudy dress and 
haughty bearing, of Karantaka type, 
armed with swords and shields. 


—bare knees with excellent bows, wear- 
ing slippers on their feet. 
D 


—generally dark in colour, with orna- 
ments, their hairs in Jüta-tasara fashion. 


—in northern fashion. 


—with gaudy apparel, veins visible on 
their neck with sight upwards. 


tawny and looking sideways. 


like Danavas. 


with demeanour, neither too proud nor 


too calm, holding astaff, sword hanging 
by his side. 


—with high turbans. 


—wearing gaudy dress. 


with silvery hair, decked with auspci- 
cious ornaments, dressed in clean 


_ raiment courteously disposed, affable 


and sweet-tempered good-looking by 
nature. - 
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N. B. 6.—Sadrsyakarana, i. e. faithful delineation being the most 
important canon of pictorial art these above depictions relate to the objects 
generally not seen by the painter; 
the rule. 


N. B. 7.—The text lays down that people born in different 
countries are to be painted according to the form of their features, 
colour and apparel, and further directs the painter to carefully ascertain 
land, occupation, position and work, seats, couches, vehicles and dress, 
etc. before discriminating and painting them properly. 


otherwise faithful representation is 


Rivers having bodies, with Vahanas holding 
Purnakumbhas and knees bent. 


Mountains With Sikharas at the top of the head. 
Earth With islands in her hands. 


N. B. 8.-द्वीपानां च करें:कार्य तथा भूमण्डलं शुभमु-- this line is unintelligi- 
| ble to Sri Sivaramamirty and Dr. Kramerisch some how suggests earth 
with the islands for hands—I however would interpret Earth as a 


goddess in whose hands are shown the islands. 


Oceans Bearing jewelled jars, with mountain peaks 
as their hand. Sri Murty however takes 
it ‘with sikhara mudra’—the word pani in 
sense of hasta, i. e. mudra is not current, 
nevertheless substance not unwarranted 
with water as their hollow and for their 
symbols of weapons (and not) they should 
be a bit depicted on their heads. *A 

* sign of water (wavy lines) is to be depicted 
about the lip of their weapons', Murty— 
is not acceptable to me at least. 


Nidhis in general is represented in pot (kumbhas) 
j (treasures) ; 
| Sankhanidhi in drawing of Sankha 
| Padmanidhi 3$ » Padma 


| N. B. g.—Other varieties of Nidhis as found in litrature are 
| Mahapadma, Makara, Kacchapa, Mukunda Kunda, Nila and Vara— 
| nine in all. 

| N. B. 10.—The text directs us that ‘all objects to be drawn’ (i. e. 
| कार्य)—and not ‘activity’ as taken by Mr. Murty—should conform to the 
| forms, their mūrti. Thus the divine ones should be specifically marked 
। off by an aksamala and book. 
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Thus for the objects taken as Adv$ ya and now the text passes to the Driya 
objects : 
अत: परं प्रवक्ष्यामि रूपं यद्यस्य दृश्यते' 


Sky— - Colourless, full of birds 
:. Heavens. — full'of.stars 
Earth ` ^ Threefold.—(i) Jangala—wild 
si te (ii) Anupa—arid or marshy 
22 i (iii) Misra ? 


Mountain With chains of rocks, peaks, dhatus, trees 
waterfalls and snakes 
Forest full of trees, birds and beasts 
Water with a number of fish, tortoise, swans and 
other acquatic animals , 
. Town. with picturesque temples, palaces, markets, 
à "US " "streets, beautiful royal highways m 


Village ^7 with roadways, with some gardens and 
BUSS UE AN f ij 


groves on either side 


Foris and with their proper sites (bhūmiviniveśa) 


Fortresses (and not suitable ‘background as Mr. 
Murty takes it) along with a. rampart 
wall and battlements (high as mountains 
‘and not mountains in addition) 


Apano bhümi —having all sorts of Wares 


(bazaars) 
Apanablümi —full of men drinking wine 
Gamblers ‘devoid of upper garments and the loosers and 


winners among them as sorrowful and full 
of joy, respectively. i 

Battlefield with four-fold army (chariots, elephants, 
horses and footmen) Warriors furiously 
fighting and blood flowing about the: 
corpses of the dead ones 

Burial ground.. suggested through funeral—piles of logs and 
dead bodies 


Marga (way) with caravans fully loaded 

Night?» (2) general 

40:3 . . «> suggested with moon and stars, thieves 

vies: ques. Stealthily: approaching and people fast 
alseep (another epithet is ‘कलौकिकामः . 
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Dawn 

Day 

Sandhya 
(Evening) 

Darkness 


Moonlight 


(Jyotsna) 


Sun 
Spring 


Summer 


Rainy season 


Sarat season 


Hemania 


Sisira 
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which is not intelligible). Dr. Kramrisch 

translates it as those engaged in worldly 

pleasures, I would however emend it as 

दशितौलूकिकाम्‌ (उलूक+समूहार्थेअण्‌) thereby 

meaning as ‘also shown ulükas (roaming 
about)? 

(i) first half with Abhisarikas 


with red streak, dim lamps and cock’s 
crow 


with men drawn in active work 


with Brahmanas engaged in contempla- 
tion 


with people (and not thieves as Mr. Murty 
takes it) moving to their houses 


with the bloom of kumudas, the blue lilies 
and 


closure of lotus petals. 


with the depiction on of the fatigued peo- 
ple. 


with trees full of blossoms, cuckoos and 
bees and people gay and happy. 
with perspiring people, animals under the 


shade of trees and buffaloes bathing in 
mud and dried up lakes. 


with overhead clouds (full of water,) the 
rainbow, the lightening, birds hiding in 
trees and lions and tigers, etc. in their 
dens. 

with trees full of fruits, fields of ripe corn 
and sheets of water full of swans and 
lotus. 


with a misty atmosphere and barren earth 
with dew-sprinkled surface. 


with joyous crows and elephants, shivering 
men and a dewy atmosphere. 


N. B.—The text says that only a look at the fruits and blossoms of 
trees as well as the mirth and joy (or otherwise) of the people—in short 
a look at the world around, should give the picture of the seasons, 
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Thus for the objects taken as Ads y and now the text passes to the Drsya 
objects: — 
“अत: परं प्रवक्ष्यामि रूपं यद्यस्य दृश्यते' 
Sky— - Colourless, full of birds 


- Heavens. full of-stars 


Earth ` ^ Three fold —(i) Jatigala—wild 
i (ii) Anüpa—arid or marshy 


Ri bus mbic (iii) Misra ? 
Mountain With chains of rocks, peaks, dhatus, trees 
waterfalls and snakes | 
Forest full of trees, birds and beasts | 
Water with a number of fish, tortoise, swans and 


other acquatic animals 


. Town. _ with picturesque temples, palaces, markets, 

ipl cU U "streets, beautiful royal highways Je 

t 

nt 1 OT aen a is 
‘lace ^, with roadways, with some gardens and 
es rood dowrysinr d A ¢ vf ‘ 

groves on either side 


Forts and with their proper sites (bhümivinive$a) 


Fortresses | (and not suitable background as Mr. 
Murty takes it) along with a. rampart 
" walland battlements (high as mountains 

; and not mountains in addition) 


. Apano bliámi —having all sorts of Wares 


(bazaars) j 
Apanabiümi —full of men drinking wine 


Gamblers 'devoid of upper garments and the loosers and À 
य winners among them as sorrowful and full Eg 
ofjoy, respectively 

Battlefield with four-fold army (chariots, elephants, 

horses and footmen) Warriors furiously t 

fighting and blood flowing about. नता. 

corpses of the dead ones MER 

E Buje L gr ound. suggested through funeral—piles of logs and 
be . dead bodies. 


iuum s YET. 
way) with caravans fully loaded 


—: 


Dawn 

Day 

Sandhya 
(Evening) 


Darkness 


Moonlight 


(Jyotsna) 


Sun 
Spring 


Summer 


Rainy season 


Sarat season 


Hemanta 


Sisira 
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which is not intelligible). Dr. Kramrisch 

translates it as those engaged in worldly 

pleasures, | would however emend it as 

दशितौलूकिकाम्‌ (उलूक+समूहार्थेअण्‌) thereby 

meaning as ‘also shown ulukas (roaming 
about)? 


(ii) first half with Abhisarikas 


with red streak, dim lamps and cock's 
crow 


with men drawn in active work 
with Brahmanas engaged in contempla- 


tion 


with people (and not thieves as Mr. Murty 
takes it) moving to their houses 


with the bloom of kumudas, the blue lilies 
and 


closure of lotus petals. 


with the depiction on of the fatigued peo- 
ple. 

with trees full of blossoms, cuckoos and 
bees and people gay and happy. 

with perspiring people, animals under the 


shade of trees and buffaloes bathing in 
mud and dried up lakes. 


with overhead clouds (full of water,) the 
rainbow, the lightening, birds hiding in 
trees and lions and tigers, etc. in their 
dens. 

with trees full of fruits, fields of ripe corn 
and sheets of water full of swans and 
lotus. 


with a misty atmosphere and barren earth 
with dew-sprinkled surface. 


with joyous crows and elephants, shivering 
men and a dewy atmosphere. 


N. B.—The text says that only a look at the fruits and blossoms of 
trees as well as the mirth and joy (or otherwise) of the people—-in short 
a look at the world around, should give the picture of the seasons, 
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CHAPTER IX 
PAINTING AND AESTHETICS 


Not only the Rekha—the delination and articulation of form—and 
the Vartana—the display oflight and shade— constitute the essential ele- 
ments of pictorial art, but the skil in the colouring (the essence ot 
painting) is also the most predominant factor in the representation of 


the Citra-images. 


The expressionism of colours visualises a temperamental attitude 
and is concerned with the wide range of emotions, which in their turn 
give rise to what are called Rasa-citras, the pictures of emotions. Śri 
Kumara (cf. Silparatana vs. 145-7) considers these rasa-citras as 
group by themselves. They are distinct from the realistic paintings 
which are resembling what is actually seen in nature and look like a 
reflex in a mirror. 


According to Bharata (cf. Natya-sastra ch. VI. vs. 42-43) “each 
rasa (emotion) had to be painted in its expressive colour, the Srhgara 
(erotic) was of $yama hue, the laugh-exciting (hasa) of white colour, the 
pathetic (karuna) of grey colour, the furious (rudra) of red colour, the 
heroic (vira) of yellowish white colour, the fearful (bhayanaka) of black 
colour, the  super-natural and amazing of yellow colour and the 
repulsive loathsome ( vibhatsa ) of blue colour".—Kramrisch's Trans. 


The author of the Samarangana-Sutradhara, himself a great aesthe- 
tician (cf. his authorship of ‘Srngaraprakaga) and a king of very refined 
talents and sentiments, must have had this traditional background of the 
intimate relationship between aesthetics and the painting that he has 
devoted a full chapter on this topic in connection with the exposition of 
the pictoral art. 


In the 82nd Chapter, entitled “Rasadrsti 


-laksanam” at the ver 
outset he proclaims, “Now (after I have slay M 


tset he i described. the canons of 
painting in detail) I shall describe the Rasas and th 


because the Bhavavyaktih—the manifestation of sentim 
images (citra) is dependent on the rasas and rasa- 


he Rasa-drstis; 


ents in pictoral 
drstis (tadayatta). 
Then follows the exposition of the eleven Rasas and eighteen Rasa- 


drstis most particularly suited to the Science of painting invrelátion: to 
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their delination in pictures and images. The following table will show 


both these groups at glance with their characteristics :— 


A—ELEVEN RASAS 


90 


Sragara 


Hasya 


Karuna 


Raudra 


Prema 


Bhayanaka 


Vira 


Bibhatsa 


Physical 
manifestations 


Motion in eye-brow 
lovable look. 


outer 
covers of the eyes are 
blossomed; the lips 
flashing. 


Apangas, the 


Cheeks wet with tears, 
eyes closed up in the 
excess of sorrow. 


Eyes Red, the forehead 
swelled up, the lower 
lip being bitten up by 
the teeth. 


Horripulation all over 
body (as a result of 
gain in riches, progeny 


and seeing near and - 


dear ones.) 


Eyes perplexed and 
simply confused, cowed 
down for the fear of 
the look of the 
approaching evil 
(enemy). 


Mental 
manifestations 


Full of emotion of love 
and its manifestation 


in the look. 


Playful mood. 


Worry and agitation 
(Santapa). 


Happy mood 
(Harsa). 


Agitated mind and 
heart. 


Endurance and streng- 
th. 
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: to. Adbhuta Pupils of eyes paralysed 

E and gratifled both on 


account of an extra- — 
ordinary spectacle or 


scene. 
11, Santa Happy look through- Absence of change and 
out. attachment. 
EC B—EIGHTEEN RASADRSTIS 


N.B. Each one of them is related to some principal Rasa enume- 
rated above and indicated below: 


; I. Lalita Srngara 

i 2. Hrsta Prema | 
9. Vikasita Hasya | 
4. Vikrta Bhayanaka | 
5. Bhrkuti = | 
6. Vibhrama Sragara | 
7. Sankucita 
8 = 
g. Urdhvagata = 


Yogini Santa 

Dina Karuna 

Drsta Vira 

Vihvala - Bhayanaka and Karuna 
Sankita 9) A 
Kuñcita * Bhayanaka 

Jihma 

Madhyastha & 


CODY of the Kavyasastra. They have been 
aksanas to suit $ 


are of secondary 
bhavas t 
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Two important points in relation to the aesthetics in the pictorial 
art still need to be expounded. Firstly all these rasas, though charac- 
teristic of only human beings—men, women, and children and in their 
likeness the anthropomorphic forms of the gods and demi-gods and 
demons—they have an application to all sentient creations —‘‘Manugani 
Puraskrtya Sarvasatvegu Yojayet”—82. 13. This statement goes to the 
very core of the art and shows that if birds and animals in paints could 
be shown manifesting the sentiments, it is really the master-piece, the 
supreme achievement of the artist. It becomes a new creation, a 
superior creation to that of Brahma, the Primordial Creator Himself. 
If it is through the symbolism of Mudras—hand poses, bodily poses and 
the postures of the legs—the mute gods speak to us, giving their vent to 
the sublimest of thoughts and noblest of expressions, these so-called 
brutes can also become our co-sharers in the aesthetic experience. 
It is neither extra-ordinary nor supernatural about it. It is the ES 
marvel of the art. If poetry can create an idealistic world full of 
beauty and bliss alone, the painting, her sister must also follow the 
suit, 


The art of Painting is based on the art of Natya.—Another 
point to which the attention of the reader is re-invited is the intimate 
relationship of painting with the art of dance and the science of 
Music. The following lines from Visnudharmottara are quoted to 
illustrate this fundamental background of painting (from Dr. Kramrisch’s 


translation p. 31.) 


‘Markandeya said: Without a knowledge of the art of dancing, 
the rules of painting are very difficult to be understood. Hence no- 
work of (this) earth (oh) King should be done even with the help of | 
those two, (for something more has to be known). X 2d ie 


Vajra said : Please speak to me about the art of dancing and 
rules of painting you will tell me (afterwards) for (Oh) twice-bor 


Markandeya said : The practice of (dancing) is diffi 
stood by one wbo is not acquainted with music. 
dancing cannot exist at all’. ^ 


The author of Samarangana-Su tradhara fi 
tradition, after he has dwelt at length or 
fully brought out this implication in the | 
Chapter: Ee 
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हस्तेन सूघयन्नर्थ दृष्ट्या च प्रतिपादयन्‌ 
सजीव इव दृश्येत सर्वाभिनयदर्शनात्‌ ॥ 
aig चेव चित्रे ''साधनमुच्यते । 
20596 17005: ds तस्मादनयो शित्रचमा थ्रितम्‌ 


Thus a perusalofthe sections on painting in the Vignudharmottara and 
in Bhoja's Samarangana-sutradhara, etc. will show how Citra is based on 
the canons of Natya. The authors of these texts find it possible to treat of 
Citra only after treating of Natya. For Citra is only one scene of 

] Natya and Natya a succession of citras. The Vi;nudharmottara says 
that Citra is as much the art of imitation (anukarana) as Natya. The 
poses, the hands of dance called Nrtyahastas, the Rasadrstis —these are 
studied elaborately in Natya and this study is absolutely necessary for, 


and is fully utilized in, painting. Says the Vi. Dha— 
t विना तु नृत्यश्ास्त्रेण चित्रसूत्रं सुटुविदम्‌ । 
y यथा नृत्ते तथा चित्रे त्रेलोक्यानुक्ृति: स्मृता | 
2x 
ड 


E दृष्टश्च तया भावा अङ्गेपाङ्गानि सर्वेशः ॥ 
í कराइच ये महानृत्ते पूर्वोक्ता नृपसत्तम्‌ d 
त एव चित्रे विज्ञेया ad चित्रं परं मतम्‌ ॥ 


i. e. what the hand poses have implicitly expressed (cf, manifold hand- 
poses, like Varada ; Vyakhyana, Jiina, Yoga—Mudras and 64 Hasta- 
mudras, together with nine-fold bodily poses and a good many ofthe 
leg-postures), the rasas and. the rasa-drstis make that explicit. Thus 
the images are bestowed life movement through this symbolism of gesti- 
culation, the very essence of dramatics and aesthetics, both put together 
(Sarvabhinyadarganat). Therefore, this delineation of the rasas and 

rasa-drstis and their representation thereof, constitute the fundamental 
background both in Angika (Drama) and the citra (Painting) arts. 
_ The science of painting is dependent on the science of Aesthetics ( 


! Drama- 
.. tics included.) 


Aspects of Poetry in terms of Pictures.—Dr. Raghavan 
is contributed a very nice exposition of subject in his own way— vide 
‘Some Sanskrit Texts on Painting’ J. O. R. Madras Vol. XI 1934 and 
n taking liberty to reproduce some portions here of that article to 
fuller picture of this vital side of pictorial art: «Vz 
E ao टही MR MER Pictorial art: “Vamana, among 
Ale pk kas, was a keen student of pictures and his Kavya- 
tti describe some aspects of property in terms 
E uch insight, Vàmana says that the essence of 
T at F KJ aps Buf 
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poetry is style (रीतिरात्मा काव्यस्य) and compares this Riti to the linear 
beauty, the lines ofa picture.—varg तिसुषु रेखास्विव चित्रं काव्यं प्रतिष्ठितम्‌- 
As style is the soul of poetry so are lines that of picture. On seeing 


this remark of Vamana we are reminded of the Visnudharmottara 
which says that the masters praise the lines. 


Vamana again returns to the same metaphor of which he seems to 
be very fond of and says in his Kavyalankarasutra-vrtti, III, 1, 


यथा विच्छिद्यते रेखा चतुरं चित्रपण्डिवैः । 
aaa वागपि प्राज्ञैः समस्तगुणगृम्फिता ॥ 


Another reference to painting in Vamana speaks of colour. The 
Visnudharmottara, after saying that the masters praise the lines, remarks 
that some others praise ‘colour’ (avia afa जना:). 


Vamana says that 'aujjvalya' is that quality of the colouring of a 
picture which makes the picture always look new and fresh. ‘Aujjvalya’ 
is brilliancy which ensures the life of a picture. Otherwise the picture 
fades and looks very old. This quality is borrowed by him in poetry 


and he says that poetry looks brilliant and preserves that brilliancy by 
the quality of ‘kanti’ in the words chosen. 


औज्ज्वल्यं कान्तिः 1 Ibid., IIT, 1.25. 


बन्धस्य उज्ज्वलत्वं नाम यत्‌ असो कान्तिरिति; तदभावे पुराणच्छायेत्युच्यते 
भोज्ज्वल्यं कान्तिरित्याहुगु'णं गुणविश।रदाः । 
पुराणचित्रस्थानीयं तेन बन्ध्यं Haga: qp Ibid., II, I. 

A similar idea of an old picture is visualised by Rajasekhara, the 


dramatist, in a fine description of Nature in the fading evening twilight 


and approaching darkness in the prologue to his drama, Bala-bharata 
or Pracanda-pandava. He compares Nature at dusk to an old picture 
dulled by smoke: 


'किङच स्तोकतमः कलापकलनश्यामायमानं मनाक्‌ वूमस्यामपुराण चित्ररचनारूपं जगज्जायते' i 
Vamana in his Kavyalankara-sutra (I. iii. 30-31) compares drama 


to picture a ad calls drama as literature par excellence, because of its 
likeness to a picture. 


सन्दर्भेषु दशरूपकं नाटकादि श्रेयः तद्धि चित्रं चित्रपटवत्‌ विशेषसाकल्यात्‌ । 


Bhatta Tauta, as has been quoted by his pupil, Abhinava, in his 
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Abhinavabhürati, says that Rasa-realisation or emotional response is 


easily and excellently got only from a drama, for abhinanya or acting 


makes the thing live before us in drama. That is, there poetry 
attains the visual state when one can realise. through the eye what one 
can only imagin otherwise. It is because of this quality that drama is 
called picture by Vamana,—a series of pictures seen before our eyes. 
It is because of this quality also that drama is called Rupa (अवस्थानुकृ- 


तिर्ताट्यं रूप दृश्यतयोच्यते)--'रूपकं तद्‌ भवेद्‌ ed दृश्यत्वात्‌ प्रेक्षकँरिदम्‌-भाशप्र० 


Vamana briefly compares Riti, the essence of poerty, to lines 
(rekhà) which are the essence of pictures. This sūtra is quoted and 
further explained by Ratnesvara in his commentary on Bhoja's Sarasvati- 
kanthabharana: 


यथा चित्रस्य लेखा अङ्गप्त्य ्गलाव्योन्मीलनक्षमा, तथा रीतिरिति द्वितीये - 


विस्तरः | 
Rajanaka Kuntaka, another great Alankarika, in chapter III of his 
Vakrokti-jivita says while speaking of the poet's beautiful speech: 


मनोज्ञफलकोल्लेखवर्णच्छायाश्रिय: पृथक्‌ | 
चित्रस्येवमनो हारि कर्तुः किमपि कौशलम्‌ ॥ 


The stamp of beauty on a poet’s utterance is totally different from 
the materials of poetry, viz, the words and thoughts. It is the result 
purely of the great powers of the poet, constituting his genius. This is 
like the beauty ofa picture which is born of the genius of the artist 


. and is separate from the plank or wall on which the picture is painted 


or the colours employed. Kuntaka here refers to two surfaces, wall 
and plank, to the rules for lines, anatomy etc., given in the Citrasutras, 
to the colours and to the ‘chaya’ or ‘kanti or 'aujjalya of which 
Vamana spoke. The following is Kuntaka’s Vrtti on the Karika given 
above: 


फलकमालेख्याधारभूता भित्तिः: उल्लेखः चित्रसूत्रध्रमाणोपपन्नं रेखाविन्यासमात्रं 


दर्णा रञ्जकद्रव्यविशेषाः, छाया कान्तिः । तदिदमत्र तारपर्य-यथा चित्रस्य किमपि 


लकाद्युपकरणकलापव्यतिरेकि सकलप्रकृतपदार्थंजीवितायमानं चित्रकारकौशलं IRAT 


frame which has the title of the picture y 
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The application of the Rasa theory to Citra.—It follows from 
the above-mentioned fact that Citra is based on Natya, that the critics of 
old applied the Rasa theory of Natya, and Kavya to Citra as well. As 
a matter of fact the Rasa theory applies-to all arts. So itis that, while 
speaking of the kinds of pictures in the section on Painting in his sy 


Abhilasitarthacintamani ( Mysore ed. ), king Somesvara speaks of one i 
type of picture called Bhava-citra: z 
; न À G 

TRU यत्र दर्शनादेव गम्यते। | : € 

भावचित्रं तदाख्यातं चित्रकौतुकका रकम्‌ d pin i 

Jayadeva, author of the Candraloka and his commentator, Paya- ET" 
gunda Vaidyanatha, apply the Rasa theory to Citra. ; E 
काव्ये नाटये च क्रार्ये च विभावाद्यविभावित: | ed 


आस्वाद्यमानैकतनु: स्थायी भावो रसः स्मृतः ॥ VI-g 

The application of the Dhvani theory to Citra.—The appli- 
cation of the Rasa theory of drama and poetry to picture means that in 
pictures also Rasas are to be depicted by conditions which rouse them, viz. 
the objects ofemotions, the excitements of emotions, the effects of emotions 
and the minor emotions which can be called fleeting feelings and which are 
accessory to the major emotional mood. This means the application ofthe 
Dhvani theory also to Citra. It certainly means so. For, in an artistic 
presentation, it is the suggestion that forms the very life of that artistic 
expression. This can also be proved by taking the canons given by the 
Visnudharmottara for depicting things like evening, etc. A perusal of 
the verses in chapter 24, which show, how mountains, sky, earth, etc. 
must be depicted, will prove the truth of this statement. The subjects, 
e. g., gamblers should be suggested by depicting them as bereft of their 
upper ००४- उत्त रीयविहीनांबच द्यूतासक्तास्प्रदर्शयेतु-; 4 highway must be 
suggested by portraying a caravan of camels, etc. carring articles of 
transport (युक्तं TASS: मार्ग सार्थ प्रदशयेत्‌; ) The night must besuggested 
bydrawing a thief walking stealthily, by an abhisarika hurrying to meet her 
lover in her secret meeting place and so forth. Rather it is in 
that this principle of Dhvani, which, according to modern En 1 
is “symbolism” in poetry, applies excellently. For here, in pictur 


poetry, it is a fault to give anything by its name, Te > 
their names, which will never rouse up those Rasas, is a 
called the स्वशब्दवाच्यत्व of Rasas. Thus the title of a 
very little part of it. If one does not avoid ; 
the state of that picture which can be know 
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CHAPTER X 


STYLES OF PAINTING IN RELATION TO COLOURS, 
PATRAS AND KANTAKAS 


Enough has been said on the colours—Primary, Secondary as well 
as their Compounds, etc.—in the previous chapter. Here something about 
the styles of colours or clouring and of the patras and the kantakas is 
to be said. Itissomething quite unknown if there were also styles of 
Painting like those of Architecture or Sculpture. Aparajita-praccha, 
however, has this distinction to propound this theme in at least three of 
its Sutras (i.e. Chapters)—vide Sutras Nos. 227-229. 


Before something is said about the styles of painting in relation to 
these three very important accessories in the pictorial art, viz. colours, 
patras and kantakas, let ushave a working knowledge of all these ele- 
ments. Colours have already been taken notice of—vide Chapter VII. 
Let us therefore confine ourselves to the remaining two here. 


Patras, in my opinion, in relation to Painting, are the delinea- 
tions of the natural scenery, characteristic of a particular region. As 
flaura and Fanna of a particular country or region have different 
varieties of their own, naturally they carved out for themselves a style 
of their own, In painter’s art delineations of nature both in the back- 
ground as well as in the forefront making it conspicuous for the sake of 
suggestions, have formed a tradition in the literature and an important 
convention in the technique. As paintings are manifold—landscape, 
portraits, both divine and human, the images of beasts and birds, the 
symbolic representations of the sun, moon, the sky, the clouds, 
etc.,—some technique has to be evolved ‘out, to present 
picture of limited size, with limited resources. 


etc., 
all this ina 
: These patras, though 
literarily mean ‘leaves’, have some symbolic and suggestive implication 


having a wider denotation and connotation both, It is from this angle 


‘that this treatise, Aparajita-praccha, in its Sutra No. 227, has taken up 
-this theme. 


The query of Aparajita in connection with the ori 
begins with a list of the manifold patras like din 


patra, sthala-patra, nara-patra, megha- 


gin of Citra-patra 
a-patra, rtu-patra, jala- 
patra, nagara-patra, dravida- 
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|: vyantara-patra, vesara-patra, kalinga-patra, yamuna-patra, śiśu- 


patra, svastika-patra, vardhamand-patra, sarvatobhadraka-patra, etc, 


Now in reply to this query of the son-disciple (Aparajita, one of 
the four, rather the youngest, Manasa sons of the great Vi$vakarman) the 
father-Acharya Vi$vakarma— relates theoriginofthese patras, incidently 
hinting at the different styles of the painting, sculpture and architecture 
also. These according to the text are: 


1. Nagara, 4. Vesara, 
2. Dravida, 5. Kalinga and 
3. Vyantara 6. Yamuna 


and the story is: 


“The churning of क्षीरार्णव by gods and demons brought 
forth, along with several other valuables, a charming tender- 
limbed divine tree qure with variegated पत्र, पुष्प and फल. The 
नागर style of architecture came into being in the eastern, द्राविड, 
in the southern, and वेसर in the nothern branches of that सुरतरू, 
respectively. नागर puts forth leaves in वसन्त (spring), द्राविड in E 
ग्रीष्म (summer) and वेसर ¡7 शरद्‌ (autumn). In a general way, b 
नागर style is prevalent in qd&x, while द्राविड owes its origin to 
amies and वेसर to the north. नागर being विप्र, is white in colour; 
द्राविड being क्षत्रिय, is red; while वेसर is वैश्य and green. 


“Forms of leaves of नागर, द्राविड and वेसर are तरल, कंटकोऱ्धूव and 
aigfaa. The distinguishing 24s of these styles are व्याव 
(resembling the nails of a tiger), भङ्भचित्रक (resembling 
thorns of बदरी and केतकी) and कलि (resembling a flower of 


अगस्त्य plant), respectively. 


“In face of such documentary evidence, differentia ting 
वेसर, द्राविड and नागर forms of architecture from one anot 
in the matter of देश (geographical distribution), T 
(colour) warzft and कंटक (mouldings), it is ce 
unsound attempt to theorize that ‘नागर is nothing 
वेसर and that modern writers have ousted वेसर out 
in favour of नागरः.—Mankad E 


All these styles, rather jatis 
other varieties and sub-varieti 
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of fifteen varieties. Similarly other varieties are enumerated in the text, 
an enumeration of which may beseen in the quotations (Cit. Laks, 
p.31-33). The styles-wise patras have already been hinted at, above. 
A special feature of the varieties of patras is that as they are related to 
have sprung up from the different parts of that Maha Taru, the Sura- 
Taru, they fittingly corresponding to their geneological account like the 
ten-fold Sakhodbhava (rising from branches) patras and sixteen-fold 
kandaja (resulting from Kanda—the root). Other varieties are also 
similarly accounted for (see Git-laks.) 


t: Kantakas—are mouldings and they are stated to be of eight-fold 
variety, having their individual or respective shapes: 


. Vyavarta 


Cn 


aS MT Kali 
y - 9, Kalika 


c 


. Vyavrtta 
Vyamisra 7. Subhanga and 


Citrakausala 8. Bhanga-citraka 


The first is like the flower of Agastya-tree, the second takes the 
shape akin to the tongue of the Varaha, Vyamisra is said to be in shape 
of a bud of flower showing its keSara in tha middle. Citra-kausala is to 
be recognized in the shape ofa ukara, while Vyavarta resembles the 
nails of a tiger and Vyavrtta assumes the shape of a Kalaga. Lastly the 
remaining two—bhanga resembles the thorn of vadaraphala and 
subtanga in shape of krtika? 


It may be remarked here that whether patra-painting had any 
historically authentic basis from the standpoint of styles or not, it was 
remarkably a flourishing house-hold pictorial art among the cultured 

5 p. Jess of ancient India. Bana, among the Sanskrit poets, has said enough 
about this patra-racand or Patra-vicchiti, a common hobby 
anda pleasant occupation among the beautiful damsels of the time. 
A single illustration from Bana's writings (of. H. C. p. 143; Ka. p. 143)— 


घवणेदिग्धाद्ध.लीभिग्रीवासूनाणि च चित्रयन्तीभिरिचित्रपत्रलता लेख्यकुशलाभि 
ge; 'Adeptsin drawing designs of creepers and flowers they run 
À eir fingers bathed in colour dexterously over whitened 


fs 3 
t etc.’—can convince us that patra-painting and its handmaid 


pots and 
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So much about the canonical presentation of the styles of painting, 
a few words may also be added, of historical heritage of Indian painting. 
We know that in India three distinct styles or schools of Painting 
arose and reached the culmination oftheir artistic craftsmanship—the 
Buddhist, the Hindu (the early and the medieval, the latter being the 
Rajaputa) and the Mohammedan or Mughal. In this connection 
itmay besaid thatearly Hindu painting is devoid of any historical 
information in our possession to classify it into different schools or 
styles. Similarly the classical frescoes of Buddhist painting too can- 
not be said to have any different and distinct schools or styles of their 
own. “But the historian, Taranath, throws some useful, although 
confusing, light on the Buddhist art of painting in India which may be 
considered at this stage. He refers to three styles of early Buddhist art, 
which may be described as the Deva, the Yaksha and the Naga styles. 
The Devastyle was practised in the country of Magadha (an area 
corresponding approximately to modern Bihar) for some centuries after 
the advent of Buddha—from the sixth century B.C. to the third century 
B.C. He relates that in the former days human masters, who were 
endowed with miraculous power, produced astonishing works of art. 
It is expressly stated in the Vinaya-agama and other works that the 
wall paintings, etc., of these masters were such as to deceive by their 
likeness to the actual things depicted”. ; 


“The Yaksha style flourished about the third century B.C., as 
Taranath associates it with King Asoka. In spite of efforts to locate 
a race of Yakshas; it is clear that the author treats these as a community 
of supernatural beings, people who were demi-gods and whose art 


` was of a miraculous order. The Naga style was practised in the time 


of Nagarjuna, a writer and philosopher who lived at the beginning of 
the third century A.D. by ‘Naga artisans. Traces of the. Nagas, an 
early race who lived under the protection of snakes, are to be found in 
India from Kashmir to Madras. The Stupa of Amravati, erected 
about the second century A.D. on the Krishna river (Madras State) 
shows many traces of the influence of Nagas, who appear to have been 
great architects and artists. From Taranath’s criticism of the work 
of all these three styles we are left in no doubt as to its general cha- 
racter being es.entially realistic, for he proceeds to sum up his descrip- 
tion by the statement that ‘the works of the Devas, Yakshas and 
Nagas for many years deceived men by their reality”. 


“After the third century A.D., Taranath remarks on an appreciable 
decline ५६ seemed as if the knowledge of art had vanished from among 
men’. A revival took place later, and the author then gives an 
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9 
13 


account ofsome of the Buddhist schools of painting. ‘The three main 
schools were the Middle Country, the Western and the Eastern, 
Geographically the Middle Country school of painting corresponded 
substantially to the Uttar Pradesh of the present day. It was foun- 
ded by a great painter and sculptor, of the name of Bimbasara, born in 
Magadha in the reign of king Buddhapaksha, whose date is presumed 
to be about the fifth or sixth century A.D. Taranath remarks that 
the painters of this school were very numerous, and the styles resembled 
the early works of the Devas. Bimbasara may be therefore re- 
garded as having effected a renaissance of the ancient style 
of painting, as this existed some ten centuries previously. The Western 
school may be located in Rajputana, as the principal artist was Sringa- 
dhara, born in Marwarin the reign of King Sila. This monarch was 
- probably Siladitya Guhila, of Udaipur, who lived in the seventh century 
A.D. The paintings of this school much resembled those of the 
Yakshas. The Eastern school flourished in Varenda (Bengal) under 
the kings Dharampala and Devapala, in the ninth century, and the style 
was that of the Nagas. Dhiman and his son, Bitpalo, were the most 
famous artists of the Eastern school, and they both appear to have been 
equally proficient in painting, sculpture and metal work”, 

“Subsidiary schools or styles of art were practised between the sixth 
and tenth centuries in Kashmir, Nepal, Burma and Southern India, but 
according to Taranath, they were mainly inspired by the productions of 
the three principal schools referred to above”—I. P. 9. 39-41. 

The medieval Indian painting, however, is an exception and it does 
give us some historical information about the different styles of Mughal 
and Rajput paintings. Percy Brown observes: ‘Indian painting is 

classified by Indian connoisseurs, partly geographically, but mainly by 
the terms of its technique. Fach school or local development is identi- 
fied by its Kalm, a word translated literally as ‘pen’, but meaning ‘brush’ 
The different styles of painting are therefore referred to eof tho ह, 
Deccani or Kangra kalm, etc., according to the character of the brush 
work. Only an expert or hereditary painter can be sure of the dis- 
tinctions between pictures of different kalms, as some of these are very 
fine, but it is not difficult to define a broad 
important styles. 

‘Rajput painting is divided into two main Ka 
Kangara ; Mughal painting has many kalms, 
tions was practised in many centres, 
Lucknow, Deccant, Iran, Kashmiri, 


7९४०४ kalm’—I. P. p. 12. 


classifications of the more 


Ims, the Feypore and 
as this art with local varia- 


In this way, we have the Delhi, 
Paina, as well asa Mughal type of 
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CHAPTER XI 
PAINTING AND PAINTER 


Painting is as high a fineart as poetry or music. The art of painting 
| dependent on the art of dancing, has already been expounded; 
and these arts, especially poetry and music, have a philosophy of their 
own and so the painting, their beloved sister or brother, cannot remain 
uninitiated in that high domain of heaven and the lofty peak of 
idealism. It is the most difficult art and can be finely executed only 
by a painter not only expert in hands —the craftsmanship, but also fully 
drunk in nectar of divine intuition. Painting is as much a Sadhana as 
Music, both requiring an exercise of mind and body (i.e, the hands) 
alike. 


The origin of painting as related in the texts like the V. D. and the 
A. P.simply symbolise the truth hinted above. The employment of Rasas 
and Rasa-drstis, the symbolic representation of the different po es and 


the execution of the dramatic motions, etc., etc., all these elements in A 
painting also point out the same fundamental truth. Accordingly paint- 3 
ing can not only inspire us for nobler ways of living but also can depict pt 


the highest of morals and loftiest of ideals. It would have been worth 
having, if we could give here an account of some of the famous paint- 
ings of the world executed by the immortal painters, but digressive 
nature of the theme prevents us to do so. Every one knows the paintings 
of Ajanta, depicting some of the great episodes of the tife and doings as 
well as the renunciation and enlightenment, death and doom of that 
great Buddha, which were a source of moving inspiration to the 
multitude of men and women living in those caves as Bikkhus and 
Bhikkhunis—monks and nuns. Mahabhiniskramana isa grand painting, 
Exploits of Mara, the plays of the celestial nymphs, the display of 
flowers and creepers and depiction of so many other allied motifs 81 
motions as well as life and scenes are remarkable even today n 
only for our great admiration for them but also for a great insp 
from them. 


plane of art. Nevertheless their artistic creation 
fundamental respects. The two funda: d 
the world are Oriental and Occident: 
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ones. Indian art, be it painting or music, architecture or sculpture, is 
a class by itself. India's culture being more spiritualistic than material- 
istic, naturally all her arts are imbedded in its philosophy. Indian 
artist isa philosopher first and artist afterwards. Percy Brown has 
attempted some distinguishing characteristics of both these eastern and 
western ideals of painting and they are worth reproducing 


here. 


“As the painting of the West is an art of ‘mass’, so that of the East 
is an art of ‘line’. The western artist conceives his composition in 
contiguous planes of light and shade and colour. He obtains his effect 
by ‘play of surface’ by the blending of one form into another, so that 
decision gives place to suggestion, In Occidental painting there is an 
absence of definite circumscribing lines, any demarcation being felt rather 
than seen, On the other hand, much of the beauty of Oriental painting 
lies in the interpretation of form by means of a clear-cut definition, 
regular and decided; in other words, the Eastern painter expresses form 
through a convention—the convention of pure line—and in the manipula- 
tion and the quality of this line the Oriental artist is supreme, Western 
painting, like western music, is communal, it is produced with the 
intention of giving pleasure to a number of people gathered together. 
Indian painting, with the important exception of the Buddhist frescoes, 
is individual—miniature painting that can only be enjoyed by one or two 
persons at a time. In its music, in its painting, and even in its religious 
ritual, India is largely individualistic."—Brown. 


How to paint? What are the rules of painting? What are different 
elements, constituents and types of painting? All these we have taken 
into our account. For completeness’ sake let us say a few words on the 
merits and demerits of painting as we get them from the Visnudhara- 
mottaram (cf. Cit. Laks. p. 43). let us start with the demerits so that 
their absence may result in merits. 


‘Indistinct, uneven and inarticulate delineation, representation of 
the human figure with lips (too) thick, eyes and testicles (too) big, and 


unrestrained (in its movements and actions)—such are the defects of 
Chitra (pictorial art). “Bad seat, thirst 


inattentiveness, and bad 
conduct are the root evils (in the painter) that destory painting".— 
Wig JD) 


regards the merits, the text lays down, “sweetness, variety, 
yusness of (back) ground (bhulamba), proportionate to the position 
e figure) similarity (to what is seen in nature) (and) minute 
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|; are mentioned to be the (good) qualities of Citra. (Oh) 
best of men, in works of citra, delineation, shading, ornamentation and 
colouring should be known as decorative (i.e. as the elements of 
visualisation). The masters praise the rekhas (delineation and articula- 
tion of forms), the connoisseurs praise the display of light and shade, 
women like the display of ornaments, the rest of the public like 
richness of colours. Considering this, great care should be taken in the 
work of Citra, so that (oh) best of men, it may be appreciated by every- 
one", ‘Ina work of painting, the ground should be well chosen, well 
covered, very delightful, pleasant in every direction and its surface 
(lit. space) should be well coated (lit. anointed). A painting should be 
then very beautiful when a learned (artist) paints it with golden colour, 
with ‘articulate and yet very soft lines with distinct and well arranged 
garments, and lastly not devoid of the beauty of (proportionate) 


measurement”. 


Painter—Rajasekhara’s account (cf. Kavyamimamsa) of the 
different types of poets are well known. Unfortunately we do not have 
that kind of account of the painter in ancient Indian literary texts. It 
might have been missed by me, nevertheless it must be very meagre 


indeed. 
e 5५९ ४5} 


The Manasollasa of King Somesvaradeva, who himself was a master 
painter both in the technique as well in the performance, i.e. execution 
is accredited to have not lost sight of the painter and the very statement 
about the qualifications of the painter, worthy of the name, as contained 


in the following verse: 


| i प्रगल्भैर्भावकेस्तज्जै: सूक्ष्मरेखाविशा रदे: । 
ns विधिनिर्माणकुशलै: पत्र-लेखन-कोविदैः॥ 
qipa वीरणे च FIAR: | 
चित्रकैलेखेयेच्चित्रं नानारससमुःद्भवम्‌ ॥ 


emphasises not only all the basic qualities of the painter but a 
requisites of the pictorial art as well ; and it says—“Only tho: 
can execute painting full of rasas and rasadritis, the sentiment 
emotions to satisfy the royal pleasure, (and the : 


self to be Viraüci of Citravidya) 
visualization of the theme and experts a! 
Skilled at designs of patras, dexter 
ions of light and shade,” 
GM f —- = 


am र A 
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A good many references to the painters of ancient India, the Citra- 
caryas are found in the works of poets like Bhavabhuti (vide chapter 
XII—Section B. ahead.), but that is too meagre to give any historical 
account of Indian painters. Indian painting is largely an anonymous 
art. Itisa notable fact that the first Indian painter mentioned by name 
was a woman, Citralekha as our Epics and Puranas tell us. 


*Of the Indian painter, as an individual, little is known. The 
artists of other countries ofthe East appear as actual characters, their 
names and systems of working and living, their personal aspirations, 
their eccentricities and very failings, have been handed down to poster- 
ity. Itis possible to live with them and share their joys and sorrows. 
As an example, the Japanese painter was above everything else a 
Bohemian, indifferent to the ordinary conventions of society, his existence 
depending entirely on the course of his art. But the story of the Indian 
artist, if such the meagre records can be called, presents nothing tangible. 
The painter, whether Buddhist, Rajput, or Mughal, walks through the 
pages of history a somewhat elusive being. Only his pictures remain to 
prove that he was a man of no little character, and absorbed in his work. 
In these productions a certain personality is discernible, but of an 
abstract nature, difficult to focus as an actual individual in relation to 
this art. 


“There is sufficient evidence, however, to enable us to visualise the 
early Buddhist painter as an artist-priest, learned in his religion as he 
wasin hisart. Hissystem of work was probably that which prevails 
in Buddhist Tibet at the present time. When it has been decided that 
a certain building is to be decorated, or a piece of sculpture executed, 
artists are sent for from the leading religious institution, and these are 
retained in the monastery as part of the sacerdotal establishment until 
the commissionis completed. For the time being they become members 
of the local brotherhood, and are lodged and fed as part of the priestly 
staff. The sculptor belonged to the same group as the painter, often 
one individual being master of both crafts. When the work was 
finished, these artists either returned to the central monastic institution, 
or travelled to another religious edifice which required their artistic 
services. Living in this way on the spot, and forming for the time a 
part of the community personally concerned in the building being 
decorated, their interest would be a real one, and their work would 


accordingly represent a genuine feeling of reverence for the edifice with 
which they were so intimately associated, 
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aJput painter was one of the people, a 
member of the guild of craftsmen which formed an essential portion of 


the Indian communal fabric since Buddhist times. With the metal 
worker, the stone carver, and the weaver, he was one of the village sys- 
tem, in ordinary life the decorator of their homes or the emb Jo 
the palace of the local prince. When not em 
was preparing pictures of religious subjects, 


“On the other hand, the R 


ellisher of 
ployed in these capacities he 
50 characteristic 00 the later 
Rajput schools. A simple and unsophisticated craftsman, he is best 


described by applying the words of Vasari with regard to Anderea del 
Castagno’s first instructor: ‘One of those country painters who work 
at a small price, who was painting the tabernacle of a peasant, a matter 


naturally of no great moment.’ 


“The Mughal painter, living in a different atmosphere was another 
type. He formed one of the retinue of the court, and in a sense was a 
courtier. in the direct employ of a king or noble, he carried on his work 
according to the commands of his patron. He was probably not a 


paid servant, but on the production of a good piece of paintiug he was 
given a substantial present?—Brown. 


Here end the Canons; We now go to 
their representation in the Monuments. 


—Vide Chap. XII 
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CHAPTER XII 
AN OUTLINE HISTORY OF INDIAN PAINTING : 


The present writer, being a student of the canons of ancient Indian 
Architecture—the Vastusastra—in the broad scope of which Sculpture 
(Iconography) and Painting besides allied subjects of Town-Planning, 
House Architecture and Palace Architecture (the secular architecture) 
as well as the Temple architecture (the religious one) along with atts 
like construction of mechanical contrivances, the Yantras and the. cóns- 
truction of house-hold furniture—Sayanasana, etc., etc. are also included-- 
deems it therefore, necessary to treat this outline history of Indian 
painting not only from the archaeological standpoint but also from the 
point of view of innumerable references abounding in the literature, the 
Kavya literature. Great and eminent poets like Kalidasa, Banabhatta, 
Sriharsa, to mention only a few of them, were great ‘Painters’ in their 
own way. Their poetic painting shows full grasp of not only different 
canons of pictorial art but also the technique and conventions of paint- 
ing as were prevalent in their days. I, therefore, propose to take up 
this subject from two broad angles, namely, the monuments, i e., the 
archaeological evidence and the literature, i. e, the literary refer- 
ences. 


It may be pointed out at the very outset that but for the viewpoint 
of this synthetic correlation between the monuments of our pictorial 
heritage on the one hand and the manuals of the art and the references 
in the literature on the other, we do not claim any original contribution 
in the study of both these spheres, as a good many savants have written 
enough on them though not in a way we are doing. "Thus the presenta- 
tion is mine and the material theirs. 


Now the problem is: which to begin first. From the chronological 
standpoint, both these streams, though may be said as flowing parallel 
to each other, the contention that literature comes first would not be 


disputed. Prehistoric, Vedic and primitive Buddhist records are 8 


s and the monuments. The paucity of refined and finished specimens of | 
artistic heritage stand in the way to pass any judgment of the early | 
Contrary to this, painting was a highly - 
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the Epic Age of Indian history. (Usa's dream and Citralekha’s 
skilled attempt at the portraiture of the dream). 


Similarly considerable documentary evidences (cf. Vinaya-Pitaka 
ete.) indicate that for some centuries before Christ, painting in India 
was comparatively advanced from of esthetic expression. The age of 
Vatsyayana is pre-Christian and the celebrated writer of Kamasutra is 
very wellacquainted with the art-canons of pictures. Kautilya, the 
greatest diplomat and socio-political thinker of our land was also well 
acquainted with the art canons. Similarly, the poets like Bhasa, 
Kalidasa, Agvaghosta, Bana and Sriharsa and famous writers like 
Varáhamihira, etc., some of whom were pre-Christian and others, though 
post-Christian belonged to the early and medieval centuries, had also 
drunk deep in this fascinating art tradition. Side by side with this historical 
evidence of the earlier character of literary references, an equally early 
age of the archaeological specimens may also not be doubted. The 
paucity of archaeological remains going as far back as pre-Christian 
period is unfortunately standing in our way to make any bold assertion 
in regard to the pre-Christian early Indian paintings, but nevertheless we 
can have the satisfaction from the corroborations in literature that the 
cultivation of this art in shape of beautiful pictures was the time-honour~ 
ed tradition of ancient India. It is a recognised fact that pictures were a 
great aid in popular education as well. ‘As permanent or temporary 
decoration, on the floors, on the walls and ceilings of private houses, 
palaces and temples and on the streets paintings instructed and enliven- 
ed the mind of the public. Even religious teachers used painting as the 
most popular means of communication, that could be understood by 
the illiterate and the child) “There is a class of Brahmanical teachers 
known by the name of Nakha. They make a (Portable) framework 
upon which they cause to be drawn a variety of pictures depicting 
scenes of good and evil destinies, of fortunes and misfortunes and causing 
the labels to be inscribed....’’—Kramrisch. What are these Yamapatas? 
They too had this use of popular education. And if Dance and Drama 
can claim a hoary antiquity for their origin and development, Painting, 
their beloved and charming sister, must be also as old as their brothers. 
Drama is called Rüpaka which requires something Rupya and so as we 
have already seen (cf. ‘Painting and Aisthetics’ the IX chapter) that 
Drama is nothing but a succession of pictures. If there were moving 
pictures of men and women, divines and mortals, surely there were 
stationary pictures on some background, it may be the board, the patta,, 
the cloth the pata or the wall, the bhitti, Man being a rational animal, 
in his progress of civilisation, was sure to adopt the artistic means for the 
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development of culture and refinements alround both in the ways of 
doing and the ways of thinking. This is the essence and also a. meaning 
Of civilisation as well asa pragmatic approach to life from the times 
immemorial. All this gives us full liberty to begin with any of these two treat- 
ments being taken either first or afterwards. l'or the popular appeal, 
we therefore propose to take up the pictorial heritage of India from the 


archaeological stand point first. 
SECTION A 


ARCHAEOLOGICAL EVIDENCE OF EARLY RECORDS 
OF PAINTiNG IN INDIA 


This evidence from the historical point of view can be divided into 
two broad groups—pre-Christian and. post- Christian. 


Pre-Ghristian:—The former can again be sub-divided into two 
groups of; 


I. Pre-historic and 2. Historic. 


A, PRE- CHRISTIAN 


1. Pre-historic:—Among the pre-historic records, the followings 
may be mentioned that have come to our notice in the archaeological 
survey. 


(a) A group of caves in the Kaimur range of Central India in the 
caves of which there are primitive records of hunting scenes crudely 
drawn on their walls. 


. (b) Excavation inthe Vindhya Hills :—These provide with the 
examples of the latter Stone Age. Percy Brown remarks (cf. Indian 
Painting p. 15) **Near the latter (i. e. Vindhya Hills—writer) were also 
gathered rubbed specimens of ‘ruddle’ (haematite), together with 


palettes for grinding down this pigment, in fact several indications of 
the existence in this locality of a neolithic art-studio”, 


(c) Another range of hills, east of Mand river near the village of 
Singhanpur, in Raigarh State, Central Provinces—illustrate a very good 
record of an authentic example of early Indian painting. Herea series 
of caves depict a number of rude drawings, in a red pigment which may 
be of very remote antiquity. “These drawings depict human beings and 
animals and are accompanied by what appear to be hieroglyphics. 
—Brown, 
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Animals characteristically drawn are:a stag, an elephant and a hare 

of course with a considerable spirit. A very graphically depicted 

hunting scene is also here, *where a number of people are endeavouring 

to secure a huge bison’. ‘A similar incident on the same wall evidently ; 
depicts a buffalo badly wounded with spears, and staggering in its death ý 
agony, surrounded by the exultant hunters’. All these give usa suffi- 

cient clue to conclude that the primitive artist ‘had a natural gift for ES 
artistic expression, as proved by the facile manner in which heinterpreted 

his ideas by means of these effective haematite brush forms’. 


(d) In caves of Mirzapur, U. P., are discovered a group of early paint- 
ings bearing traces of haematite drawings of a highly interesting nature. 
Here too hunting scenes are usual features. Chase of wild animals such 
as rhinoceros and the sambar stagis realistically rendered. 


2. Historic.—Among the historic records of painting before pre- 
Christian period of Indian history in the field of archaeological survey : 
are: The Jogimara cave-walls of the Ramgarh Hill in Sirguja in C. P. 
These frescoes are presumed to have been executed about the first 
century before Christian era. At first sight they present a somewhat 


incoherent collection of brush-forms in red and black paint, daubed on 
the roughly prepared surface of the rock by a very uncultured hand. 
This unattractive effect proves on closer inspection to have been brought al 
about by a subsequent clumsy restoration of the original work, a crude p A 


but well-intentioned effort, which has almost succeeded in obliterating 
| the old design. The scheme includes a series of concentric panels depict- 
१ ing a variety of subjects—architecture, animals and figures—which, 
although much defaced, are similar in style to the plastic art of the same 
period. Borders with repeating patterns of fishes, makara and other 
aquatic monsters enclose these panels, but the story which these paint- 
ings appear to illustrate has not as yet been identified". 


*The other rock-cut halls and chambers were originally also adorned 
with frescoes is more than likely, but the devastating influence of the 
Indian climate has been responsible for the destruction of these mural 
painting.’— Indian Painting, p. 17. 


B. Post-Christian.—As regards the  post-Chri 
records of Indian painting, they simply abound in our clas 
and may be classified as : ; 


1. Buddhist ) 
2. Hindu and  ) These are, broad 


3. Mohamaden 
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The dominent characteristics of all these schools of paintings have 
been very brilliantly, though succinctly, expounded by an illumina. 
ting writer, Percy Brown—vide his ‘Indian Painting’ pp 8-9—and these 
are worth reproducing here : 

“The Hindu painting has come to be referred to as Rajput, on 
‘account of its association with Rajputana and the Hill Rajputs of 
Punjab, while the Muhammadan art is referred to as Mughal, as it 
owed its existence to the encouragement it received from that dynasty. 
Buddhist and Rajput painting was symbolic in signifying the spiritual 
life of India ; the dominant note of both was religion, and the chief 
feature was mysticism. As a contrast to this, Mughal painting was 
frankly secular, and in character realistic and eclectic. 


The aim of the Buddhist artist was to visualise the ideals of his 
creed, to illustrate by pictorial parables all the beautiful sentiments of 
the Buddhist religion. These were designed to appeal to the higher 
feelings of the spectator, so that, sustained by their supreme charm, the 
littleness of his own personality vanishes, and he becomes exalted and 
absorbed. The Buddhist frescoes no doubt attained this object, and by 
their sheer artistery elevated the individual into the actual realms of the 
higher beings, thus bringing him to the feet of the Master himself. 


Rajput painting, while aspiring towards the same high ideals, 
covered a larger field. Apart from its delineation of the great religious 
dramas of Hinduism, in its domestic character it reflected the beliefs 
and customs of the common people, thus producing an artistic folklore 
of unusual interest. Its chiefaim, however, was to present the innu- 
merably graphic aspects of their religion to the people in a portable 
and popular manner, literally, for household use. This resulted in a 
school of miniature painting, which is an Outstanding feature of the 
pictorial art of India. 

The painting of the Mughal school exhibits the same 
technical traits as the Rajput art, but is distinguished by a widely 
different intention. It "rives after no spiritual conceptions, but em- 
bodies a genuine statement of fact. Some of the illustrative work 
deals with the mythical, but the Mughal miniatures are, in the main, 
material. Religion played no part in the artistic productions of this 
school. It excelled in portraiture, and in this field it subconsciously went 


beyond the representation of superficial facts, often recording the inner- 
most character of the sitter in a very natural manner.” 


Here in this chapter, however, the universe of discourse being 
limited, weshall confine ourselves only to the two schools, whatare termed 


by writers as the Buddhist and the Hindu schools, The Rajput paintings, 
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though cannot be regarded as specimens of early Indian painting, they do 
mirror some ofthe art-conons of Painting as elaborated in the early, 
medieval and later medieval treatises of Silpa, e.g. the 1०07 11477 0778 
of early Christian centuries, Abhilasitartha-Cintamani of 11th century 
A. D. and the Silparatna of 16th century A. D. The subject is vast and 
present survey, therefore, will take notice of only prominent illustrations ; 
in regard to both the early and medieval phases of these two schools. i 
Forthe sake of completeness, however, a very brief aotice of Mughal 

Painting and the Modern Indian Paintings may also be taken. The post- 

Christ-ian early phases of Indian painting from archaeogical point of 

view, are entirely Buddhist. l 


The Buddhist period.—The purview of this period extends from 
A. D. 50 to 700 and it was the harbinger of the classical period in the 
history of Indian Painting. The influence of the New Gospel not only 
pervaded the entire indigenous country but the whole of the East. 
“Ceylon, Java, Siam, Burma, Nepal, Khotan, Tibet, Japan and China 
all testify, by the remains of their magnificent examples of sculpture, 
painting and architecture to the artistic impulse of the Buddhist creed.”- 
Brown. “Wherever Buddhism prevailed, skilful religious artists were 
found"—Taranath. The origin and growth of this school was sponta- 
neous and natural. “Buddhism is essentially graphic—the early history 
of the cult lends itself to illustration by the brush more than by the pen— j 
and the original traditions were largely pictorial”. Pictorially illumina- र 
ted scrolls and the temple banners (tangka) of Nepal and Tibet were 
some of the popular media to spread the gospel of Gautam into distant 
countries. The spread of Buddhism in China in A. D. 67 and Japan in 
the 7th century etc., etc., was remarkable not only for the growth of Indian 
pictorial art there but also attracting people for travellings and pilgri- 
mages in India from these countries, especially from China. Thus this 
phase is not purely Indian, it is Eastern as a whole. The present 
dissertation will, however, delimit its purview to the Indian examples of 
this School which are illustrated on the following three sites :— 


1. Ajanta 
2. Sigiriya in Ceylon, and 
3. Bagh. 


Ajanta paintings.— These paintings are a marvel on earth 
the eight wonders of the world), the pride of India and the ar P 
reme perfection alluded to be executed not by ordinary mortals 
humans beings. Ajanta’ss ituation is secluded, beauti Fo 
calm and quiet with a beautiful environment full of pic 
most suitable atmosphere for the most exuberant 
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ofan artist. And when the artist, in this particular context, happeris to 
be a priest also, the creations are simply superlatively sublime, inspired, 
devoted and superbly executed. The story of Ajanta paintings is the 
story of man's endeavour to depict the divine in terms of mundane 
matters and materials. It is here that we find the service of the Art 
most purposefully employed. In India the artistic expressions of the 
race found the glorious manifestation when it was exclusively dedicated 
at the feet of gods and goddesses. The majestic and marvellous temples, 
beautiful sculpture and tae exquisite images are all rooted in the spiri- 
tual craving of the people of Inndia. 


Situation.—The rock-out temples of Ajanta are situated about four 
miles south-west of the small village of Faradpur, which is 35 miles by 
road from the nearest railway station of Jalgaon on Central Rlys. formerly 
called G.I.P. in the former dominion of the Nizam of Hyderabad, whichis 
now the Andhra .‘Here in a lonely ravine, excavated in the face of 
an almost perpendicular scrap of rock, is a series of caves, twenty nine in 
number and only approached at the present time by a rough jungle 
path. ‘These excavations sweep round in a curve of fully a semi-circle 
and are some 100 feet above the small stream which runs at the bottom 
of the glen’. Apart from the gigantic halls, pillars, statues, sculptured 


facades, the chief interest lies in the painted frescoes with which the 
walls are adorned. 


Groups and periods. —Though all the caves bear signs of having 
been originally decorated with paintings, the ravages of time and other 
vicissitudes have been responsible to obliterate a very large portion of 


them and now (1910) frescoes are found in only six out of the sixteen 
caves thus embellished. These are cave Nos. 1, 2, 9, 1०, 16 and 17. 


It may be pointed out, however, that these paintings cannot be 
regarded as the result of a single undertaking. They, therefore, may be 
said to resolve themselves into a number of distinct groups, representing 
various styles or periods, and accordingly Percy Brown (Indian Painting, 
page 30) classifies frescoes of Ajanta as 
periods of time: 


(a) Gave 9 and 10 Circa A. D. 100. 


(b) E D d p » A.D. 350 (perhaps later) 
(c) Caves 16 and 17 » A. D. 500 


(d) Caves 1 and 2 A. D. 626-628. 


22 


a whole into the following 


N. B. These intervals of time in these periods should not be taken 
as intervals in painting, is it rather the devastation of the painting itself 
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belonging to these intervals. Hence dearth of painting, as allluded by 
Taranath, is not convincing to me. 


Themes.—The subjects throughout are exclusively Buddhist 
(except one or two scenes depicting contemporary historical episodes) 
and are all associated with the 7atakas, a collection of stories recording 
the previous incarnations of the Buddha. “These comprise the most 
ancient and most complete collection of folklore now existent and are 
the main themes illustrated by the Buddhist artists all over the East, 
whether in colour or in stone".—Brown. The following table of these 
paintings of Ajanta as ranging in the different periods of time will furnish 
the themes of the art: 


Cave I 
. Story of Pigeon: Sibijataka. 


- 


2. A palace scene: a lady reclining on a couch. 
A Bhiksu at a palace door. 
. A palace scene: continuation of the previous story. 
A place scene: not identified. 


A palace scene: Dancing girls: Mahajanakajataka (?) 


3 

d 

5 z 

6. Story of serpent: Sankhapila jataka. 

7 

8. Raja going out to attend the sermon of hermit: Mahajanka- 


jataka (?) 
9. A place scene: Raja going out on horse back: Mahajanaka 
jataka (?) 


10. Shipwreck: Mahajanakajataka (?) 

II. Lustration and Renunciation; Mahajanakajataka (?) 

12. Four heads on a salver: Story of Amara Devi (?) 

13. Bodhi Sattva: Padma-pani. 

14, Temptation of Buddha. 

15. A Bodhi Sattva. E हे 

16. The Buddha in various attitudes: Miracle of Sravasti (?) 

17. Offering of lotus flowers to the Bodhi Sattva (Vajra-pani). 
18. Story of a serpent king: Campeya jataka. 

19. Frescoe in the right aisle: not identified. 

20. A palace scene: not identified. 

21. A court scene: Persian embassy (?) 7 

22. ABacchanalian scene (Khusrau and Sirin?) and decorative 


motifs. 
23. A Bull fight. 
Cave II 
1. Arhats, Kinnaras and other Mythical Beings adoring the 
Bodhisattva. 
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21. 
22. 
23. 
24. 


25. 

26. 

27. 

Cave VI 
I. 


6 
‘Cave VII 


2. 


Votaries bringing offerings and Adoring the Buddha. 
Indra and the four Yaksas 

Flying figures, floral designs and other artistic motifs. 
The exile of a lady. 

The story of the golden goose: Mahahainsa jataka. 
The Yaksas and Yaksinis. 

The birth of Buddha. 

Votaries bringing offerings. 


Dragons, geese and other decorative motifs. 

The Buddha in various attitudes. 

The Bodhi Sattva Maitreya, 

The Buddha in various attitudes. 

Cherubs, floral designs and other decorative motifs. 

The Bodhisattva (Avalokitesvara) 

Votaries bringing offerings. 

Votaries bringing offerings to the Bodhi Sattva (Padma- 


Hariti and Pancika (?) Sculpture. 


A Bodhi Sattva in a teaching attitude. 


1, The Buddha in teaching attitude—First sermon (?) 
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2 22 22 


pani ?) 


Vidhura Pandita: jataka. 

Story of a sea voyage: Purna Avadana. 

Purna bringing offerings to the Buddha: Purna Avadana. 
A palace scene 


A palace scene: A lady kneeling at the feet of a Raja in an 
angry mood 


Decorative Designs. 
Nagas, Ganas and other Mythical beings. 


The Buddha in the teaching attitude—Fitst sermon (?) 
Dyarapalas and a female votary. 

Temptation of Buddha. 

A Bhiksu 


Dvarapalas and pairs of male and female f igures 
Miracle of sravasti 


The birth of Buddha. 
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A monastery. 

4. Two scenes from the life of the Buddha. 

5. The animal Frieza: Mythical herdsman: not identified. 

6. The Buddha in various attitudes. 


| 1, Arrival of a Raja with his retinue to worship Bodhi Tree: not 
identified. 

2, The royal party worshipping a stupa: not identified. 

ə, The royal party passing through a gateway: not identified. 

4. The Shyama: (Sama) jataka. 

5. The gad-Danta (Chhadanta) jataka or the story of six 
: tusked elephant. 

6. Figures of the Buddha. 

Cave XI 
1. Bodhi Sattva: Padma-pani. 
2. Figures of the Buddha and Bodhi-sattva (Avalokite$vara). 


Cave XVI 
1. Scenes from the life of Buddha: The Tusita heaven (?) 
2. The Suta-soma jataka or the story of the lioness who fell inlove 
with Sudasa the king of Benaras. 2 
The Demons in front of a monastery: not indentified. = 
4. The Maha-ummagga jataka: The murder of a child and other 


episodes. 
The dying princess: The deserted wife of Nanda (?) 


Manusi Buddhas. 


5 

6. The conversion of Nanda. 

7 

8. Flying figures (Apsarasas?) and the Buddha in the teaching 


attitude. 
The Buddha in the teaching attitude. 
The elephant procession. 
11. The Buddha preaching to the congregation. 
| 12. Scenes from the life of Buddha: offerings to Buddha, visit of 
| king of Magadha and Buddha in the streets of Raja Grha. 
13. Scene from the life of Buddha: The first meditation and the 


$ 
9 o 


| four signs. 
14. Palace scene. 


I5. Conception. 
16. Scene from the early life of Buddha. 


| Cave XVII ; dui 
| १ r $ A ^ 
| 1. Raja distributing alms: not identified. : 
2. Palace scene; not identified. 
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25. 


— 34. A Toilet Scene. 
35. The jataka or the story 
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Indra and Apsarasas. 

The Manusi Buddha and pairs of Yaksa and Yaksini. 
Apsarasas and Gandharvas adoring Buddha. 

Story of furious elephant Nilagiri. 

The Bodhisattva Avalokite$vara and the Buddhist litany. 

A yaksa with a female attendant. 

The royal hunt scene: not identified. 

The wheel of Samsara (?) 

The mother and child before Buddha and other Buddhist 


deities. 
Buddha preaching to the congregation: Tirst sermon or the 


Great Miracle (?) 
Floral designs and other decoratiye motifs. 
The Mahakapi jataka. 
The Hasti jataka or the story of benevolent elephant. 
The bestowal of the royal sword. 
A court scene: not indentified. 
The Hamsa jataka or the story of Golden Goose. 
Sardulas, Apsarasas, and the Buddha in teaching attitude. 
The Visvantara or the story of prince devoted to alms-giving. 
Figures of Yaksa and Yaksini and Apsarasas. 


The Mahakapi jataka II or the story of the benevolent 
monkey. 


The Suta-Soma jataka or the story of the pious king of Indra- 


prastha prevailing on Sudasa to give up cannibalism. 


Buddha preaching in the Tusita heaven, with two other 
scenes. 


The mother and child before Buddha. 

The Great miracle of Sravasti. 

The Sarabha jataka or the story of merciful stag. 

The Matrpogaka jataka (?) or the story of elephant with 
blind parents. 


The Matsya jataka or the story of fish who saved its kinsfolk 
from certain death. 
The Shyàma (Sama) 


jataka or the story of young hermit who 
had blind parents, uns 


The Mahisa jataka or the story of benevelont buffalo and 
mischievious monkey. 


A Yaksa or Royal Guard. 
The Sinhala Avadana. 


ofthe Raja who gave his eyes in 
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36. The Mtga jataka or the story of golden deer. 

37. The story of benevolent bear: not identified. 

38. The Nyagrodha-mrga jataka or the story of a sacred deer who 
offered himself as a substitute to save the life of a doe. 

39. Two dwarfs with musical instruments. 

40. Floral designs and other decorative motifs, 


Cave XXI 
I. Lotus creeper and other decorative designs. 
Cave XXII 
1. Buddha preaching to a congregation. 


Patronage.—A word on the political patronage and hierichical 
superintendence of the execution of these paintings may also be said 
here, 


Taranatha, a Tibetan historian in the seventeenth century, ascribes 
a great antiquity to these artistic creations, ‘He especially alludes to 
the superlative excellence of the earliest wall paintings, which he attri- 
butes to the gods. This work was subsequently carried on by the 
Yaksas (Punya-yanas) lilerally ‘the good people’ divinely inspired 
artists employed by Asoka (250 B. C.) and then by the semi-human 
Nagas, under the control of Nagarjuna (circa A. D. 200). After 
Nagirjuna’s reign, no regular succession of artists could be traced and 
hence interval of a long course of years. Later, in time of King 
Buddhapaksa (presumably of 5th or 6th century A. D.), the sculpture M 
and painting of the artist Bimbasara, the founder of the school of 
Madhyadesa, ‘were specially wonderful and equal in merit to those of S 
gods’. ; 


The first group of paintings, (i.e. cave temples no, 9 and I0) appear 
to have been executed while the surrounding country was under the 
rule of a dynasty of Dravadian kings—the Andhras (27 B.C.—A.D. 
236) who although professing Brahmanism, put no obstacle in the way 
of Buddhism. As all these sites were monasteries, it seems probab 
that there was some co-operation between the ruling dyansties 
Monastic orders. A co-operation between the priesthood 
reigning dynasty with regard to the dedication of these m 
though not ruled out, nevertheless as Percy Brown puts 
munity of artist-priests produced their paintings obliyior 
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monasteries exist where thé priests regard the outer world in the light of 


another planet, as remote and unknown as the stars.” 


The second group of painting (ie. No. 16-17). coincides with the 
rise of the Gupta Dynasty (A.D. 320) and the paintings probably mark 
the stimulus given in all forms of art by the establishment of 
Samudra Gupta's vigorous administration. Very little is known of the 
Vakataka dynasty under whose sway the country around was; it is 
however surmised there was some alliance between the Guptas and the 
Vakatakas. | 

One of the scenes of the third group of paintings is believed to 
illustrate the Indian King Pulakesin II, receiving an embassy from the 
Persian monarch, Khursu Parviz, which event is presumed to have taken 
place between A.D. 626 and 628. 


Materials and Technique :— 


(i) The preparation of the backgrouad.—'Over the surface 
of the rough excavated wall of rock a mixture of clay, cowdung, and 
pulverised trap rock was applied, to the thickness of one-eighth to 
three-quarters ofan inch. Sometimes this first dressing also contained 
fine-chopped straw or rice husks. This ground was then coated with 
an exceedingly thin layer of white plaster, about the thickness of, and | 
in some senses resembling, an eggshell. On this polished shell-like 
surface the frescoes were painted in water-colour,’— Brown 


ii) The character of the paintings—whether true frescoes 
(fresco-buono) or a combination of this method and tempera | 
painting (fresco a secco).—‘Efforts have also been made to prove | 
that the process was, almost entirely that of tempera. - Eresco buono, 
as an art, was practised in Europe before the Christian era, Vitruvius 
and Pliny, both making fairly detailed references to it. It RR of 
preparing a plaster ground, and while this is still Hat applying the | 
colour in broad effects. ‘The process is necessarily a s id on as the 
painting must be completed before the plaster has TM dr Only 
a certain portion of the work in hand can be undertaken P3 time 
and only that amount of plaster-surface as can be edie Pek m. 
in the time at his disposal, need be prepared. "That which hs inted 
at the end of the day is cut away up to the painted it 3 sd 
the following day or the next occasion on which iis aS ready to 


pospuuc his painting. Tt is often possible in the historic frescoes of 


Europe to distingui : E 

ït is m that des e the joining-up process took place, although 
FR dth er plasterers were sufficiently expert to rhake the 
J he surface so well as to be invisible after hundreds of years, 
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It may be rernarked that no system of joining or *piece-surface? is 
observable in the old Buddhist paintings of India. Further, to hold. the 
moisture properly for the purpose of applving the pigments, the 
layer of plaster should be at least a quarter of an inch thick. This 
intonaco, or final coat, in the Sigirya paintings is a quarter to half an 
inch thick; at Ajanta it is as thick as an eggshell. One of the earliest 
paintings, in Cave 9, was executed on a plaster ground one thirty- 
second of an inch thick, applied directly on the rock and polished like 
porcelain. In hot climates, this intonaco should ordinarily be thicker 
in order to allow for evaporation due to abnormal drying character of 
the atmosphere. In the case of the quasi-frescoes of the Etrurians, which 
date before the Christian era, the dampness of the rock was enough 
to keep the stucco skin moist, and so allow the necessary infittration 
of colour from the surface. The coating of plaster on which the 
Egyptian and Mesopotamian paintings were executed was too thin to 
have itseif to true fresco treatment. The method employed by the 
artists of these two countries was that of tempera, the same process 
which, it is suggested, was utilised by the Buddhist painters of India. 
Tempera, or fresco secco, is a method of lime painting on a plaster 
surface that has been allowed to dry. This dry surface of plaster is 
thoroughly drenched the night before with water, to which a little lime 
or baryta water has been added, and the wetting is renewed the next 
morning. On the dampened surface thus obtained the artist makes his 
painting with the same pigments as used in fresco-buono, but mixed with 
lime or baryta-water, or with a little slacked lime. Compared with 
true fresco. tempera is heavy and opaque in its results, while, although 
of great durability, as is exemplified by the ancient Egyption wall 
paintings, it has not the chemical permanence of the fresco buono. The 
pigment of the buono sinks into, and becomes incorporated with, the 
plaster, and thus forms actually part of the ground composition, while 
the secco can never be anything but a layer of pigment lying on the top 
of the prepared surface of the wall. There is certainly considerable 
evidence to show that the early Buddhist mural paintings were non 
as a whole, true freso, as this process is ordinarily understood, but it is 
quite possible that it was a modification of this method, devised and 
put into practice by artist; of the period. On the other hand, the 
Opacity of the colours in some respects as well as their impermanence 
in others, besides the composition of the prepared ground, tends to 
support the theory that the so-called frescoes are, after all, mural 
paintings executed in tempera,"—Brown 

(iii) Process—the colours and the Brushes.—“The ground of 
these ancient paintings having been prepared, the artist then proceeded 
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a bold red line-drawing on the white 


to sketch out his composition In 
plaster. Although this first sketch was evidently drawn in by an 
9 g 


experienced hand, it was subsequentl ‘ - 
strong black or brown line when the final drawing was added. hers 


y corrected in many places witha 


tem is so similar in this particular respect to the process employed by the 
early Egyptians that it may be considered fo in this case also 
the first red outlines were drawn or traced by the painter, and after- 
wards checked by the master-artist with a vigorous black line. After 
the Buddhist painter had drawn out his scheme in red, he proceeded 
to apply over this a thinnish semi-transparent pure monochrome; 
through which his original outline could be seen. This system of 
underglazing is very similar to that practised by the Italians in their 
early fresco work. Over this preliminary glaze, the Indian artist worked 
in his local colours—reds, yellows, browns and blacks—‘suggestively 
laid in with solid brush strokes—the flesh not unlike some examples 
of modern French paintings. Afterwards came a ‘strengthening of 
the outlines with blacks and browns, giving great decision, but also a 
certain flatness; last, a little shading if necessary. There is not very 
much definite light and shade modelling, but there is great definition, 
given by the use of contrasting local colour and of emphatic blacks and 


white's (Herringham). 


We have no knowledge of the kind of brush that the Buddhist 
painter used, but the composition of some of his pigments has been 
ascertained. The true fresco painter is limited in his palette, as the 
pigments have to be capable of resisting the decomposing action of lime, 
and must consequently be extracted from natural earths. But it is 
possible that the Indian artist, like the Egyptian, was allowed a 
a wider range of colours on account of his particular process appertain- 
ing more to the temperate method that of fresco. He was, therefore, 
able to use purples, pinks, greens, which would have been destroyed by 
fresh lime. The various shades of red at Ajanta and Bagh are 
ferruginous in origin, while the green pigment seems to be entirely 
composed of a finely powdered silicate containing iron. 'The white is 
largely sulphate of lime, no zinc, baryta, or lead being detectable. 


The blue has all the appearance of ultramarine and the yellow is 


believed to be orpiment, a natural arsenic sulphide."—Brown 


Adherence to the art-canons and a general estimation.—The 
chief characteristic of the art of Ajanta, lies in 
the Rekha which the masters, 


ram. Percy Brown observes: 


i its adaptation of line, 
"E Acharyas, praise—Visnudharmotta- 
Che art of many countries owes much 
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of its effect to the masterly employment of simple outline. What could 
be finer than the linear draftsmanship on Greek vases, or the expressive 
drawing of Holbien; but no art relies more on this quality than the 
Buddhist frescoes. The painter knew how to qualify and'gradate 
his outline so as to giveit every degree of expression. Not only 
do these frescoes represent his visualisation of a rounded object trans- 
lated into line, but his actual treatment of this line is so subtle and 
experienced that by its varying quality and sympathetic utterance it 
embodies modelling, values, relief, foreshortening and all the essential 
‘elements of art. Itis doubtful whether any artist has equalled the 
Buddhist painter in his capacity for analysing the complexities of the 
human form and then rendering in his picture what is esseatial by 


means of a simple line. Strong, confident and emphatic in its meaning, 
this method of artistic interpretation was utilised with consummate 
skill, by the painters of this classic age. An excellent example (Maha- 
hamsa-jataka) illustrating this characteristic may be studied in Cave 1 
considered to be one of the latest of the excavations. On the left of the 
shrine is a figure, presumably Bodhisattva Avalokite$vara or possibly 
illustrating "The Great Renunciation’, where the Prince Siddhartha 
departs from his palace previous to seeking Buddhahood. This figure 
is large—over life lize —stooping slightly and holding in the right hand a 
blue lotus flower. It is in its expression of sorrow, in its feeling of 
of profound pity that the great work ofart excels; and in studying it 
the observer realises that he is face to face with a noble being bending 
under the weieht ofa traeic decision; the bitterness of renouncing for 
| ever a life of bliss is blended with a yearning sense of hope in the 
happiness of future, 


This is one of the most representative of all the frescoes of the 
Buddhist period. Here the line (Rekhi) and modelling of form, as well 
as the principles of Ksaya and Vrddhi, are all profoundly followed and 
deeply worked out. 


Not only the form has been well executed; the scheme of | jl 


"appeared fifteen hundred years ago. 
the colour would have been a joy indeed: 
V. D.—'*Ràjavanta! blue par excellence 
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blackened surfaces alone are all that remain of this once gorgeous 
effect, and from these indistinct monochromes it is necessary to recreate 
the original colour scheme.’ 


The Vartana, the delineation of light and shade of the canonical 
treatises like the V.D. was the rule of these paintings at Ajanta, 
Representation of group of figures as a light mass against a darker back- 


ground was the usual practice. 


and brightly-hued costumes glowed in the picture. Low-toned and 
f 
To illustrate the colour scheme of Ajanta, a typical example may be | 
illustrated from one of the frescoes in Cave No. 17, the subject of which 
is the Malia Hamsa Jataka. Brown remarks, “the colour scheme of this 
fresco is a very charming one, and typical of the Buddhist school at its 
best”. ‘In this picture the lightly toned figures are grouped against a | 
dark-green atmospheric background, shading almost to black down below. | 
Over this, small objects in broken colour are painted so that the effect 
though strong is not exaggerated. The lower part of the picture is mainly a | 
scheme of harmonious green, relieved by passages of white and soft red. 
In its details this fresco is executed in the firm but delicate method of | 
the style, the draperies, jewellery, flowers, and other accessories being | 
most daintly rendered. Apart, however, from its colouring, this । 
picture is a typical example of the Buddhist school in its most dramatic 
mood’ 


Regarding the other canons, enough is the corroboration in the 
representation of these paintings at Ajanta. This is the treatment of 
gesture, one of the great achievements of Buddhist artists especially 
in the expression of action of the hand —what we term as mudras in 
Natya and Citra. With this symbolism of hands, the figures are not 


only full of animation but are made to express a ‘finer language’ of their 
own. 


‘A scene in Cave 1, representing an incident of court-life is 
remarkable on account of the suggestive actions of the hands, The gift 
of bestowing actual speech was denied to the painter, but all that goes 
^ form pu language is seen in the gestures he gave to his figures. 
he subtle turn of the wrist i ९ t 

quip NR RA P. oe flexing of a finger, une wo hands 

8 of the palm, and innumerable 
other graceful combinations, all have their meaning, deprecating, 
affirming or supplicating according to the needs of the stor 
acre no actual expression was required the same pleasin 
is discernible, such as the hand waving a fly whisk 
or carrying a vessel, each depicting a refinement of 
rarely been excelled. 


y illustrated. 
g treatment 
holding a flower, 
drawing which has 
The hands of the musicians presented an excep- 
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tional opportunity for the artist in this connection, a maiden beating 
time with the karatal, or cymbal, suggesting a regulative chiming by a 
play of the fingers that can be clearly felt.’ 

Now as regards the other remaining sites only a few words may be 
added here for want of space and the nature of the treatment of this 
chapter. 

Sigiriya in Ceylon.—The frescoes at Sigiriya are regarded 
earlier than those at Bagh. The date of these can be determined as 
subjects denote that they were executed during the reign of Kasyapa, 
which lasted from A.D. 479 to 497. ‘They are, therefore, contemporary 
with Caves 16 and 17 at Ajanta, some of the scenes of which bear a 
resemblance to the Ceylon example. They are contained in two 
irregular rock-cut chambers, and comprise a series of representations of 
some twenty females, three-quarter-length figures, arranged singly and 
in couples, in the latter case apparently a royal mistress and her maid. 
They are not presumed to have any religious significance, and the 
Buddhist opinion is that they are portraits of King Kasyapa$ queens. 
The pose of these figures is singularly graccful, while the actual brush- 
work indicates a considerable knowledge of modelling and technique. 
On the whole, while these examples do not exhibit quite the skill of 
the best work at Ajanta, they are nevertheless very charming works 
of art —Brown ; A 

‘In draftsmanship generally the Sigiriya fresco is freer and loser 
than the Ajanta work, but denotes the same masterly knowledge. 
The line is an equally impressive and confident sweep of brush, but has 
been applied with an abandon that is startling in its impulsiveness. The 
entire scheme proclaims the work of an artist of strong individuality, 
especially in the boldness of the handling. In the modelling of the 
figures, this is particularly noticeable, the brushwork being as spon- 
taneous as the chisel marks on sculpture’.—ibid. 

Bagh—‘With regard to the paintings at Bagh, ne 
inscriptions or similar data are available to indicate their age, nor 
is there any information as to the history of this territory 
during the period these are supposed to have been 
executed. Ina straight line these caves are but a hundred and fifty 
miles from Ajanta, butas the great Narbada river runs between, it 1s 
more than probable they came under the sway of a different ruler, 
who, however, is unknown. But the frescoes in these excavations bear 
no little resemblance to the work in thelater caves at Ajanta so that 
they may be referred to the sixth or seventh century. It is possible, 
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however, that the painting is not all of one period, but so much of it is 
destroyed that this is difficult to determine. Originally this group of Caves 
contained a very extensive and important collection of paintings, one 
of the largest of the excavations, a hall of over go feet square, having 
the roof, walls and columns covered with frescoes; but now only 
crumbling fragments remain. The subjects are not entirely of g 
religious order, the majority of them being of secular nature but never. 
theless they are associated with some aspect of the Buddhist ritual, 
For instance, one scene clearly identifiable, illustrates a performance 
of the hallisaka, a musical drama which is being enacted with considerable 
freedom. The licence generally displayed in the paintings of this group 
suggests a popular phase of Buddhism, which that religion apparently 
tolerated in India during the period of its decline’. 


Hindu period.—The survey of this period from the point of view 
of the present dissertation will mainly confine itself to literary sources--the 
subject matter of the II section. Here only a very brief notice may be 
taken of the pictorial heritage as handed down in the medieval period 
A.D. 700 to 1600. These consist of the several paintings on palm 
leaves of probably the twelveth century from Bengal; some Jain book 
illustrations from the fifteenth century; remains of Brahmanical 
frescoes at Ellora which may also be of the 12th century or earlier and 
few other miscellaneous fragments of the earlier medieval and medieval 
period on the one hand and the Rajaputa paintings of the later medieva 
period on the other. 


The earliest example of the Jain style is to be found in the palm 
leaf MS. of the Nisitha Curni in the Jain Bhandar at Patan, written in 
the A. D. 1100 in the reign of Siddharaja Jaysimha. The first period 
of palm-leaf MSS. lasted from A. D. 1100 to 1400, 
have come to us the illustrated MSS. of the Ang 
purusa-carita, Sri-Neminatha-carita, 
etc. In the school period lasting from 
MSS. of Kalpasutra and Kalakácharya-k 
painted. 


and from this period 
asutra, Trisasti $alaka- 
Sravaka-pratikramana-curni, 
1400 to 1500 the illustrated 
atha and Siddha-Haima were 


WH the troduction of paper for writing and painting the new 
era of illustrated Jain MSS. came into being. Innumerable copies of the 
Kalpasutra and kalakacarya kathà were produced in the 1 5th and 15th 


centuries besides these Jain MSS. illustrated, MSS, on FCN CRUCES 
Vasanta-vilasa and Rati-rahasya, also a few co 


i oe pies of Balagopalastuti 
“nd Durga-saptagati were produced, ib 
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In these manuscripts drawings are in oblong panels, 


is picked in red, and the colours employed are gold yellow, black 
white, red, blue, green and pink. In draftsmanship ee 1220 2 
made at round’ the line, angularity prevails everywhere, and fe 
connection of representing an eye protruding in ep Space is 
followed. 


The outline 


Paucity of historical remains may be explained in over-exuberance 
of this art in Ajanta and sister arts like sculpture and architecture had 
to be attended now. “The sculptural triumphs of this age, when 
reformed religion of Hinduism was the motive power, are to be scen in 
the great monuments of Elephanta, Ellora and Borobunder in Java. 
But ofpainting contemporary with these splendid examples records 
are extremely rare’.—Brown 


The art, however, did not die out. It simply moved to the border 
countries the two adjacent countries of Eastern Turkistan and Tibet. 
Khotan in Eastern Turkistan and Tibet bear a testimony of the cultiva- 
tion of this art which is decidedly on the pattern of Ajanta. The 
explorations of Stein and Le Cog have simply marvelled the world with 
their findings, having a direct bearing on the progress of Asian art 
during this period. The frescoes and the painted banners (the prototype 
ofthe temple banners of Tibet) of Khotan as well as the pictorial 
evidences in Tibet where the walls of the monasteries and temples are 
largely decorated with frescoes illustrating various aspects of Buddhist 
religion and their temple banners what are termed as tangakas which 
‘are also fresco paintings in a sense, being tempera paintings on canvas, 
the eround being prepared on the same principle as that employed 
in mural art’.—Brown 


‘In Khotan, therefore, at an early date, and in Tibetat a later 
period, it may be possible to discern in the wall frescos and pictorial 
Scrolls the course that Indian painting pursued during this medieval 
period. The process of time, in the case of Tibet, has transformed and 
conventionalised the art, but nevertheless there are evidences that it 


owed much of its character to the influence of the original Indian 


Buddhist school of painting’.—ibid 

Rajaputa paintings.—Rajaputa school and Mugal school of Indian 
Painting run parallel to each other. They rose in the same period 
1550, while the former continued till 1900, the latter died out a century 
before with the downfall of the Mughal power and prestige. 


Rajputa Painting, is essentially Hindu in expression, and in mapy 
aspects demonstrates that it is the indigenous art of India, a direct 
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descendant of the classic frescoes of Ajanta with a different urge anda 
new order of things consequent upon the disappearance of Buddhism and 
revival of Hinduism. This was the change in faith and practiceand na- 
turally therefore increased interest in mythological literature, the dramatic 
nature of temple processions, feasts and festivals —all served to stimulate 
the aesthetic sense of people as is evident from the emergence of new 
trends and developments in the realm of sculpture and architecture. 
Percy Brown puts it very lucidly: “But the trend of this artistic feeling 
found its chief expression in the field of industrial arts, sculpture and 
architecture, rather than in that of painting. The manufacture and 
embellishment of the many varieties of ceremonial implements and 
utensils, the innumerable attributes and accessories of the gods, the 
temple fittings and furniture, all provided steady and constant employ- 
ment to the hosts of artisaus who flourished during this period. 
Architecture also received asubstantial impetus, as in course of time 
the two great sets of Vishnu and Shiva gradually evolved, and temples 
to these religious systems were being raised in all parts of the country. 
These buildings were lavishly adorned with the most elaborate sculp- 
tures, representing human and superhuman forms. The new theology 
brought with it the worship of a personal god, anda development of anthro- 
pomorphism which is reflected in every aspect of the life of the people. 
Painted pictures, which largely sufficed for the simpler ritual of the 
Buddhists, did not satisfy the craving of the Hindus for an actual 
‘graven image'— a realistic embodiment of their chosen deity. Asa 
consequence, the plasticarts predominted, while painting proportionately 
declined. Nevertheless that natural conservatism, which is one of the 
characteristics of the Indian people, was a means of protecting the 
pictorial art in certain localities, and there are proofs that the traditions 
of painting were maintained, although somewhat indistinctly during 
these long years of religious reconstruction. "Transforming influences 
were at work, but the original handicraft still lived, and was carried on 
in spite of the spiritual and political changes to which the whole country 
was subjected. And this is the art which eventually emerges out of the 
darkness of the Middle Age.” 


Thus in the extensive tract of country corresponding to Rajaputana, 
painting was a handicraft and Jayapura, one of the leading States of 
Rajaputa confideracy became a centre of Rajaputa Art. *What has been 
designated the Rajasthani style of Rajaputa painting known to Indian 
painters as the Jeypore Kalm, and this work has a special character of 
its own’. From Jayapur and other cities of Rajaputana, the painter- 
artists eventually gravitated to the vicinty of Mughal court and the 
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No light and shade or cast shadows, as ordinarily understood, are 
observable, only a delicate toning and modelling are introduced to 


bring out the relief. The picture relies on its rich colouring, sympathe- 
tic outline drawing, and decorative treatment for its artistic effect/—Ibid 


The majority of the portraits of the Mughal school represent the 
figure in almost complete profile. ‘The larger portion of the miniaturcs 
of the Mughal period, which have been handed down to us, have as 
their subject a representation of some individual who had an actual 
existence before or during this great dynasty. Kings and jesters, 
queens and dancing girls, princes and ascetics, saints and soldiers, 
courtiers and grooms, authentically named likenesses of all sorts and 
conditions of people are depicted and collectively form a national por- 


trait gallery of which few countries can boast.’ 


Modern schools.—After the decline of the Mughal dynasty in 
A.D. 1760, a number of centres of painting continued through decandence 
to pave the path for Abanindra Nath Tagore to work for an aesthetic 
| revival in the modern times for uplift of this fascinating pictorial heri- 
tage of India. These were, Delhi, Lucknow, some of the retreats of 
Punjab hill States, Punjab, Lahore, Amritsar, Patna, Bengal, all belong- 
ing to the North and in the Daccan where the painting progressed on 
lines somewhat different from the North, were the strongholds of 
Aurangabad and Daulatabad, Hyderabad and Nekonda. “Further south 
there are records of the art, which, on the one hand may indicate that 
it had a separate existence, while on the other, tradition associates it 
with the painting of Northern India. Taranath makes a brief refe- 
rence to painting ‘in the south’ and mentions by name three artists, 
Jaya, Parojay, and Vijaya, who had many followers. The date of 
these is unknown. At a comparatively late period we find the art 
resolved into the two separate schools of Tanjore and Mysore." 
‘Nevertheless the art was approaching the final stage of its down- 
ward course and that its degeneration was almost complete. This state 
was not ‘an unfavourable one for an aesthetic revival. The advent 


a 


ofa new spirit may quicken it again into artistic life. And in the 
| last decade of the century, signs of this spirit are observable—for a small 
| but earnest group of Bengali painters, grasping the situation, have 
joined themselves together with the intention of endeavouring to resusci- 
tate Indian painting and of rescuing it from the degradation into 
| which it had drifted. The leader of this art movement is Abanindra 

Nath Tagore, a member ofa talented family, which has distinguished 
| itself in other fields of learning. Around him he has gathered, by 
| virtue of his keen artistic instincts and magnetic personality, a small 
| 
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school of young painters, whose work is already producing considerable 
effect. The first step taken by these reformers has necessarily been 
retrogressive one. They contend that the recent art of the country, in 
assimilating, as it had been doing, the elements of the Occident, is 
pursuing a doubtful course, and that a return journey must be made, 
back to the point where it began to lose its traditional character. Its 
members, therefore, have sought out the old historic painting of the 
past, the frescoes of Ajanta and Sigiriya, the religious banners of Tibet, 
and the miniatures of the best artists of the Mughal and Rajput schools, 
and onthe results acquired from a study of these and other master- 
pieces of Oriental art, the new movement has been founded,’ 


The subjects they have selected are largely illustrative of divine 
philosophy as this is presented in the classical literature of country. 
‘Scenes are taken from the writings of Kalidasa, the Ramayana and 
Mahabharata, the Gita and the Puranas, and incidents of ancient 
Indian history. The pictures are almost invariably small, as were the 
folio paintings of the Mughals to which they bear some similarity; it 
will be realised, therefore, that in the formation of this school, a prac- 
tical effort has been made to bring about a revival of Indian painting, 
in the style in which this art was practised during its best periods.’ 


There are certain notable names and famous personalities 
of modern Indian painters whose work must be valued only after the 
time has tested it. 


SECTION—B 
LITERARY EVIDENCES OF EARLY INDIAN PAINTING 


The very fact that there was literature, there must have been 
painting also. Muses of Fine Arts (Literature and Painting included) 
did not arrive one after another. They descended on Earth together 
and so the origin of painting must be syncronous with the origin of 
poetry, music, drama, sculpture, architecture; etc., etc. Moreover, the 
cultivation of fine arts started with the rise of civilisation, the rise of 
cities and citizenship. One of the most material form of a civilisation 
is its ways of living as well as those of doing (bodily and mentally both, 
and hence thinking also comes here). Ifthe savages could work sculp- 
ture and build branch houses, prepare implements, paint the cave- 
walls (their refuge) and do many other things, painting and allied art 
must have been the time-honoured companions in the progress of 
civilisation throughout the ages. 
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Vedic Litcrature.—lhc carlist literary documents the Vedas also 
offer a clear clue to the conceptions of pictorial art in a good many 
hymns. In the Upanisads— “Let a man with firmness separate the spirit, 
the inner soul, from his own body, as from a painte’s brush a fibre"— 
this expression which is curiously technical one, may indicate that the 
early painters did not employ hair for the manufacture of their brushes 
but might have made them of fine vegetable fibre. 


| 
| 
| 
Similar references may be found abounding in so many other | 
scriptural texts. In the Chandogya (VI. 4) “Red, white and dark | 
neither designate nor describe, brilliance, wateriness and solidity. They 
are one with these qualities. They are spoken of as ‘Ripa’ intrinsic | 
form. This intrinsic quality invests with substance the colours in paint- 
ings." 
Pali Buddhist canonical literature.—An instance of early illu- 
sions to the art of painting, the Vinaya Pitaka, a Pali Buddhist work 
has already been referred to (cf. Pleasure House of King Pasenada i.e. | 
Prasenajit containing picture-halls cittagaras adorned with painted 
figures and decorative patterns.) Its date is pre-Christian (3rd or 4th 
century B.C.). In Samyuttanikaya P. III p, 132 V. II, paintings of 
male and female figures on wooden boards, walls and cloth are dis- 
cussed. This is the earliest known reference to all the three time- 
honoured backgrounds of painting. Similar instances can be multi- 
plied from several other early works on Buddhism among which the 
Jataka literature is very very informative on this score. 


Epics.—In the Ramayana, no description of a palace or lofty 
superstructure of vimana, saudha or prasada is complete without reference 
to the pictorial decoration. Pictorial halls are a familiar paraphernalia 
of a palace establishment. In the Mahabharata also these references ES 
abound (cf. one hundred, etc. Coomaraswamy). A Tibetan historian ‘ 
in the seventeenth century of the name of Taranath, in a summary 
account of Indian Buddhist art from the earliest times to the author’s 
day, ascribes a great antiquity to all the crafts of India, ‘dating even 
from the remote age prior to the disappearance of the Teacher (480 
B.C.). He specially alludes to the superlative excellence of the earliest 
wall paintings, which he attributes to the gods. This work was subse- 
quently carried on by the *Yaksas' (punya-Yanas), literally *the good : 
people’, divinely inspired artists employed by Asoka (250 BC) and next 
by the semi-human Nagas, under the control of Nagarjuna (circa A 


2 


200). > TUS 
Puranas-—Reference to paintings in Puranas simply abound ande A ; 4 
theCitra-sutra of Visnudharmottara, forming supplement or Append 
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to the Visnupurina, is Pauranic par excellence compendium on this 


art—a detailed notice of which has already been taken. 


Silpa-Sastra.—Silpa-Sastra is of hoary antiquity. It is one of the 
auxilliary sciences of the Vedas themselves. Sthapatya is an Upaveda 
as Gandharva Veda is one. Some of the Acharyas of the science are 
Vedic Rsis and a reference to them has already been given in the first 
chapter, vide Dr. Raghvan's quotation —some Sanskrit texts on Paint- 
ing. Among the other notable treatises important mention has also 
been made in the writer's ‘Hindu Science of Architecture’ treating this 
subject. 

Kavyas.—Here the interesting reference forming the bulk of the 
section will be coming forth from the classical Sanskrit literature—the 
Kavyas of Kalidasa, of Banabhatta and Sriharga, etc.—and without going 
into details of comments on them, they are being arranged here with short 
tabulations of the topics to facilitate a general understanding of the 
reader not acquainted with Sanskrit. It may, however, be further 
pointed out as this class of literature itself is simply very very vast and 
there is no dearth of pictorial references in practically each and every 
class of work Mahakavyas, Khandakavyas, Dramas, Campus, Kathas, 
Akhyayikas, Prose-romances, Historical Kavyas, etc., etc, therefore, a 
very judicious selection has to be made and only representative writers 
are to be selected to bring home to the reader only subject-in-hand 
namely wide appeal of the art andits culture as well asits training among 
not only the refined citizens of the day but alsoamong the eminent writers, 
poets, and story-tellers. Accordingly Kalidasa, Banabhatta and 
Srihargsa may be selected, as they represent three broad periods 
of Indian history, early, early medieval and medieval and 
these were also the three broad periods of the development of 
Sanskrit Kavya literature—adolescence, youth and maturity. For 
completeness’ sake, however, a brief reference will also be made to the 
other classes of classical literature unattended in this general purview. 


KALIDASA.—Let us begin with Kalidasa, the sweetest bard of India's 
mellifluous tongue, a typical cultured citizen, Nagarika (as Vatsyaya- 
na would have him) and an expertin the three well known arts— 
dancing, painting and music—as evident from his three dramas (where 
equal prominence is given to each of them). *The Malavikagnimitra 
opens us a leaf of. the chapter on Dancing. Painting is given sufficient 
importance in the Sakuntalam. The music of today is preserved for 
us in the Vikramorvasiyam’. As the universe of our discourse being 
delimited to the Vine Art of Painting, let us, therefore, see what Kali- 
dasa says on Painting. 
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capitals like Delhi, Agra, Lahore became the centre of their creative 
activities." 


*But the most virile offshoot of Rajputa school manifested itself in 
a group of small States in the Punjab Himalayas, where a distinct style 
of painting is observable. This work is alluded by experts as one of the 
‘Kangra Kalm’, as the leading State was that of Kangra’. “The Kangra 
Kalm, or Pahari school, is one of the most interesting facts in connection 
with the history of painting in India. Ina remote and isolated group 
of valleys, far removed from any of the great cities of the plains, there 
lived and flourished for some centuries a community of artists, whose 
work became known only after the art had almost died out, and when 
the construction of roads and railways had opened it up to the communi- 
cation. Pahari painting does not denote great inspiration or display 
any decided expression of thought or feeling. It is an art of patient 
labour and naive devotion. Its chief features are delicacy of the line, 
brilliancy of colour and minuteness of decorative detail.” — Brown p t 


Y 


‘The work of the Pahari painter was almost entirely executed for a 
local demand and was produced under the patronge of the reigning 
princes, At the order of these chiefs the artists painted portraits of the 
neighbouring aristocracy in large numbers and also long series of 
pictures illustrating the mythological'and religious writings ofthe Hindus. 
Portraiture was, however, the special features of the Hill Rajputs, and | 
itis noticeable that most of the features are drawn in exact profile. In | 
of these States, the Raja was often 


Chamba, one of the most artistic 
d heir apparent, a domestic scene 


depicted in company with his Rani an 
not noticed elsewhere’.—Ibid , 
At the close of the 19th. century, the Pahari art showed signs of 


decline and its real end coincided with the great *Dharmsala* earth- - 
quake which came with a tragic suddenness in the early morning of 


dA D > ] F 
April 4, 1905, and struck most of the district out of existence leavin 
nothing of the prosperous tow 


n of Kangra, but maunds of ruins. 


Character and characteristics of Rajaputa Pa an 
this much of introductory remarks to the Rajaputa sc 100 o 
let us now briefly survey the paintings themselves. - 
reveal all the religious fervour of the Ajanta frescoes, 
the passiveness of the Buddhist religion, it is foun 
energy of the Hindu pantheon. This 
also embraces every aspect of India 
into the fascinating folk lore of the 


ves 


TD aw 1 
it will b 
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that Rajaputa painting is largely a folk art, produced naturally by the 
people for their own pleasure and edification Tt is a reflection 
of the simple life of the Indian villager, his work and play, his religious 
ceremonies, his home life and above all it mirrors, the picturesque 
atmosphere of his creed. His art therefore resolves itself into two 
broad divisions, on the one hand representations of the everyday life of 
the ordinary Indian and on the other pictures of that mythological 
and religious world which was the delight of his fancy and at the same 


time the bedrock of his existence.” —Brown 


The former division comprises what may be called the familiar 
scenes of bazar. The carpet weaver, the cotton printer, the embroi- 
derer, the goldsmith etc., etc. The representation of the ordinary 
scenes of the road—the mid-day rest, the camp fire by night or the leng- 
thy sojourn 1n the Serai-are another from ofgenre in which the Rajaputa 
painter further excelled. 


In the latter course, come the Puranic and Epical themes, Parvati and 
šiva, Radha and Krsna, along with their accessories and so much of 
the Rajaput painting is epical taking its themes from Ramayana and 
Mahabharata. A large proportion of the pictures were mainly Vaisna- 
vite in purport. “Krishna, therefore, in all his varied characters, in every 
act and deed, is the central figure in much of the Rajput art, and some 
of the best works of the School gather around the story of this versatile 
deity.” 


LI . . . . a . . 
Another field in this division, are the realms of Saivism and there 


are many pictures dedicated to this aspect of Hindusim—a typical exa- 
mple is ‘Sandhya Gayatri’ dance of Siva, 


We have already hinted at the two distinct styles of Rajaputa School 
of Painting—Jayapura kalm and Kangra kalm. In the latter, apart from 
the representation of local Rajas and Ranis, etc., miniature paintings illus- 
trating the group of Indian musical composition, known as Ragamala 
are the most conspicuous where season, hour, emotion and music fused as 
painting. “In other directions too, the Rajput painters worked in conjun- 
-ction with the sister arts, such as poetry and the drama and many of the 
pictures of this school depict subjects taken from the Indian classical 
writings. Figures of ideal types, as for instance, the JVayakas or hero- 
lovers, were designed by the Pahari artist igh- 
रगण. ठ and FE that this ma js ene 


In the majority of the examples, however, the “Lover and the beloved" 
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k It " K " . ' 
take the form of Krishna and Radha, respectively, romance, passion and 
religion being symbolised in the person of these popular divinities.” 


—Brown. 


Paps oe paintings, as already noticed, are 
, mystic, the Mughal art may be defined as 
aristocratic and genuinely realistic. Mughal paintings begin with 
Akbar. ‘Abul Fazl, whose observations in the Ain-i-Akbari on the 
state of painting at this period are exceedingly valuable, refers in the 
most emphatic manner, to Akbar’s personal interest in the painter and 
his art. This sympathetic attitute of the great monarch eventually led 
to a number of artists from other countries making their way to the 
Mughal court to carry on their art under the partronage of the emperor. 
Trained mainly in the Persian or allied schools, these painters appear to 
have been welcomed by the royal connoisseur, and speedly entrusted 
with commissions. In Abul Fazl’s list of artists of this period may be 
noticed Farrukh the Kalmak, Abd-al-Samad the Sherazi, and Mir | 
Sayyad Ali of Tabriz, a selection which indicates the geographical source 
of inspiration of early Mughal painting. Later a few artists from Samar- E 
kand figure at the court of Jehangir, showing that this intimate connec- J4 
tion with the art of Iran was continuous. 1 


From thisit will be understood that fundamentally the Mughal 
school of painting was an exotic, just as the Mughals themselves were 
aliens in India: but in the same way as that race has gradually become 
absorbed into the people of Hindustan, so Mughal painting has come to be 
regarded as an integral part of the art of India. For, side by side with 
these foreign artists, worked the indigenous painters of the country, the - 
excellence of whose native skill was speedily utilised by the observant. 
emperor. Such Hindu names as Basawan Daswanth and Kesudasa, 
famous painters at the court of Akbar, prove the liberal view that was 


aken of art at this time."—Brown. eee 
A record of the names of some 40 artists, known to have liv d di 


ine the reign of Akbar, will serve to indicate the flourishing condition 
the art. But it was left to the Emperor Jehangir to devel 
painting to its fullest extent. Under the succeeding rule of 
Mughalschool showed the first signs of dete i 
Shahjehan, architecture reached its zenith, but pa 
With the advent of Aurangzeb, the bigoted rul 
complete until it died a natural death in the 1 


Mughal Miniatures :—Miniatures. 


i 
i 
Í 
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mythological stories, zoology and botany are some of the main 


themes of these creations 

Being Persian in origin, there were so many undercurrents of 
development such as Irani kalm. But when integrated into the 
indigenous genius, so many indigenous kalms, like Delhi, Lucknow, 


Patana, Kashmir, also were the off shoots of its progress. 


Portraiture under the Maghals.—Origin of portrait painting 
goes back to the Epic age when Citralekha painted the Youth of Usa's 
dream. ‘It is related that during the lifetime of the Buddha, when 
Ajatsatru desired a portrait of the Master, he allowed his shadow to 


fall on a piece of cloth, and then this shape was filled in with colour. 


This suggests an 
progress may have some connection with the p 
artists, who almost invariably depicted the features in exact profile. 
“The favourite incident in the ancient legends of the country of the 


early employment of the silhouette which as a 
ortraiture of the Mughal 


almost miraculous gift of certain people in ‘seizing a likeness’ has 

already been referred to. There is also some evidence that portraiture 

is to be found in the Buddhist frescoes, an example being the paintings 
ioiriya, in Ceylon which are resumed to represent the features of 

at Sigiriya, y 

King Kasyapa’s Queens. If the scenes in Cave 1 at Ajanta really depict 

Khusru Parviz and King Pulakesin, these inay also be regarded as 


within the sphere of portraiture.’ —Brown 


"hc commonest examples of portraiture, although not necessarily 
the best, are those of the rulers of Mughal dynasty. Members of the 
royal line are almost always distinguished by a golden halo, besides 
other insignia of their high degree. ‘As a rule the artist confined 
himself to a representation of a single figure standing on a green sward 
carpeted with flowers, with a background of blended colours in which 
a pleasing shade of terra-verte often predominates. The rich brocades 
and cloths of gold which formed the usual costume of the Mughal 
aristocracy, presented the artist with excellent opportunities for brilliant 
schemes of mosaic colouring, and he further heightened his glowing 
effects by picking out the accessories with burnished gold. Occasionally 
the diaphanous draperies of the hot weather were introduced, 
through the transparent folds of which the form of the limbs is Seen 
The figure is frequently represented asa dark scheme against a light 
neutral-tinted or almost colourless background. A few portraits, how- 
ever, are painted against a flat background of very dark green and 


occasionally black, evidently the work of an artist of some originality- 
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| Sivaramamurty’s significant remark in this connection is note- 
worthy—(cf. his paper ‘Kalidas and Painting .] O. R. Madras Vol. 
VII 1933): “From the Citrasalas, decorations of houses with picture, 
portraits and imaginary pictures drawn on board and painting of 
creepers on the human body, the colour decoration of the elephant, 
down to the comparatively insignificant border decoration of garments, 
there was nothing so trivial as not to give scope for the expression of the 
enthnsiasm of the time for this nobleart. It was not the professional artist 
। that was the only store-house of this knowledge. Painting was a part 
of the polite education of the day and was freely practised by both 
| sexes. Portrait-painting appears to have been very popular; memory 
| and imagination were also given stimulus by paintings being executed 
even in the absence of models. "The latter Kalidasa styles Bhavagamya 
citra." 


Now a very brief tabulation of the references of painting from Kali- 
dasa’s works is sumarised here. The numericals indicate the quotations 


to be arranged accordingly in the appendix. 


Citrasalas.—All the three kinds of Citrasalas—the Royal Art 

gallery (1), the Public art gallery and Private Picturehouses (2) are | 

mentioned in Malavikagnimitra, Raghuvamsa and Meghduta. ^ 
Citracaryas.—They are referred to in Malavika (3). The 

references to Citracaryas abound in so many other dramas and Kavyas 

like Uttara-Ramacarita of Bhavabhiti, Tilakamanjari of Dhanapala, etc. 

‘Like the Natyacaryas, they appear to have held some important place 

in the royal courts of the old'—Sivarámamurty. 


Agnimitra—not one, many perhaps—in different postures, hung every- 

where on all sides in the big hall of the Samudragrha’ (5). References 

to Bhavagamya Citra (6) are many, viz. the painting of Yaksa and 

and Yaksini in Meghduta and that of Sakuntala and her companions 

by Dusyanta in Sàkuntalam. ‘The high relism achieved in the field of 
| painting is best exhibited in the words of Sanumati: 


“अहो राजर्षेवेतिकानिपुणता ! जाने मे सखी अग्रतो ada इति; अभि० चतु० 


| 
| 
| 
| 
| Pictures.—Portaits (4) were more prominent, ‘The portraiis of 
| 
| 
{ 
| 


| As regards perspective and landscape a very beautiful illustration 
| will be found in Abhi S. Act VI, (7), where Dusyanta describing a grand 
| scenery introduces the landscape as background in the portrait, hh 
j visualises of Sakuntatā. “Natural scenes were favourite themes with the 
| artists of India. Animal painting was also quite common. The realistic 
| pictures of elephants painted on the walls of mansions in Ayodhya are 
anexample of it. In the Vikramorvasiya we have a reference toa 
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monkey in a picture. This animal was a favourite subject of study at 
the time and the monkeys of Ajanta given such a prominence by 
Dr. Vincent Smith in his History of India are sufficient evidence for it. 
Of conventional pictures the Sankha and Padma painted near the 
doorway of the Yaksa's mansion are examples". 

Backgrounds.— Ihe slab of त्वामालिख्य (8) may stand well for a 
board where we have a rough sketch in mineral chalks—something like 
a pastel drawing— on a stone slab. Similarly Raghu. (9) gives us some 
idea of the fresco or wall-paintings of the day. “Portrait painting on 
board and canvas was very common and we have types of it in the 
pictures of Indumati, Dasaratha, Sakuntala, Malavika, Agnimitra, 
Iràvati, Urvasi, the drawings of dancing girls executed by Agnivarna’s 
and the like. Patralekhana, i. e. painting of creeper designs on the body 
ofboth man and beast generally the elephant in the latter case—is very 


often stated. In the lines.... 
रेवां ब्रक्ष्यस्युपलविषमे विन्ध्यपादे विशीर्णाम्‌ | 
भक्तिच्छेदैरिव विरचितां भूतिमङ्गे गजस्य d [मेघ दूतम्‌] 
“we have a description of Sindüra- painting on the elephant's body". 
Drawing designs on the arms and cheeks of both the sexes wasa 
common practice as is evident from Raghuvamáa (10). 


Process.-- One of the most popular pictorial ornamentation in those 
prosperous days was Patralekhana— drawing lines with a dark colour ona 
light background and the background was generally white sandal paste 
smeared lightly over the body—and our poet fully mirrors this process 


inthe Raghu. (11). Again the background process as well as the paste 


in this process varied also, t. e. Suklaguru for the background and 
Gorocana and Dhaturaga for drawing the lines. Further again from 
the Sakuntalam (12), we get an evidence that the most important factor 
in drawing a picture is the conception of it what is called here ‘Mana- 
sakrta’. The use of Vartika in drawing the picture is also there—vide 
Agnivarna’s sketches of his amorous dancing girls. Kumarasambhava 
(13), further provides a very valuable information ofthe final touches 
in picture-drawing what is technically called *Citra-unmilan' like 


9 र M 
nayanonmilana of an image (vide Manasara) and it was done with a 
very delicate brush known as Tulika. 


Delineation of light and shade in colours known technically 85 
chiaroscuro is also illustrated in Sakuntalam (14) and in this connection 
Sivaramamurty’s significant observation is worth quoting: ‘The gen eral 
notion of some art-experts of today that artists of ancient India were 
ignorant of chiaroscuro can easily be dismissed by the volume of evidence 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


AN OUTLINE HISTORY OF INNIAN PAINTING 


from Sanskrit literature. We have, for instance, Dhanapala, the author 

of Tilakama‘jari, talking of light and shade in colours—cf, description of 
चक्रवतिकन्यका राजनीतिरिव यथोचितमवस्थापितवर्ण 5मुदाथा दिनकरप्रभेव 
प्रकाशितव्यक्त निम्नो at विभागा--ति०मं ० १३५, 

For light and shade we have such an ancient authority as a statement 

of the Mahabharata : 


अतथ्यान्यपि तथ्यानि दर्शयन्ति विचक्षणा : । समनिम्नोन्नतानीव चित्रकर्म विचक्षणाः ॥ 
Sakuntalam further informs us some of the most important funda- , 
mental and advanced rules of the technique of pictorial art like Rekha:— 
“तथापि तस्या लावण्यं रेखया किञ्चिदन्वितम्‌ | 
‘Vartikanipunata; (15) a powerful dexterous weilding of the pencil 
or brush; ‘Vartikocchvasa’ (16),a loose sweep of the brush, etc. were 
simply on his finger-tips. 


Materials.—All the artists’ materials were known to Kalidasa. 
Colour-brushes are already referred to in Sakuntalam; there is also a 
reference to Varnikakaranda (17), a colour box to preserve colours in 
it. 


Colours.—The latter half of the Kumarasambhava (18) bears an 
evidence that four mountain-born colours, red, yellow, black (blue) and 
white were taken by the poetas the primary the colours, compound colours 
or diversity of tints by mixtures were also known. “The favourite 
colours of Kalidasa's time appear to have been water-colour of the 
type of tempera. The Meghdüta (19) has a verse in which the clouds 
are described as slyly sneaking away in the form (guise) of smoke 
through the window apertures of the lofty mansions of Alaka being 
ashamed of their conduct in having caused damage to the beautiful 


pictures printed there by allowing water particles tosettle on them. 


In the Sakuntalam we have another reference. The verse 
'स्विन्नाङ्गलिवितिवेशो रेखाप्रान्तेषु दृश्यते मलिन: । 
अश्र च कपोलपतितं लक्ष्यमिदं वतिकोच्छवासात्‌ ॥ 


c 
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Niryasa isa kind of exudation or gum of some tree and ‘Kalka’ isa 


ation obtained from substances or drugs ground or 
e mixed with glue or Vajralepa for additional 


Sd 


viscous prepar 
powdered. Colours ar 


strength and the process o 
the works of Silpa. ‘The Vajralepa is 8 medium of animal origin. The 


Niryasa stated by Dandin is of vegetable origin. Media of both kinds 
appear to have been used for watet-colour and tempera.” “By the 
use of the phrasé— : 
प्रत्यग्रवर्ण रागाम्‌ in चित्रशाला गता देवी घ्रत्यम्नवर्णरागां चित्रलेखामा चार्यस्याव लोकयन्ती तिष्ठति 
—KĶalidasa tells us that colours are fresh and beautiful when new, and to 
maintain this freshness for a longer duration has been the endeavour to 
every great artist. This is sought to be achieved by a proper use of 
durable colours as opposed to fugitive ones that fade or disappear after 


f such a preparation is given in almost all 


| 
m Í a time”. 


| “Tt is this question of proper choice of pigments that induces the 
artist to study that particular branch of knowlede in art-chemistry of 
colours—a result of great experience. Any way the fading of pictures by 
sheer age is inevitable and it is all the more hastened by dust, smoke 
and such other spoiling agencies. It is of this that Rajasekhara speaks 
in his verse in the Balabharata when he refers to pictures being dimmed 
by time and smoke: 


निर्यद्वासरजीवपिण्डकरिणं कुर्वत्‌ कवोष्णैः P- 
` र्माञ्जिष्ठं रविबिम्बमम्बरतलादस्ताचलं चुम्बति | 
किं च स्तोकतम:कलापकलनइ्यामायमानं मना- 
ग्धूमश्यामपुराणचित्ररचनारूपं जगज्जायते | 


Bodily poses and postures of legs, etc.—One ofthe fundamental 
capons of art-painting and sculpture (iconography) is the depictation of . 
various hand-poses, the poses ofthe body and the postures of the legs 
what are called the mudras and sthànas. They simply bring life and 
essit inthe picture. Besides the conventional poses (20) referred 
in his works Kalidasa has the knack of creating some very charming yet 
complex poses like Kanthasutra, Kanthaslesa, etc. (21), found depicted 
in the paintings of Ajanta. . i 153 ed 


e A painter must be fully conversant with anatomy of human body 
ane Kalidasa was a master anatomist—vide the descriptions of physical 
features of Dilipa, Parvati, Malavika (22). - ; j 

ord on propriety in painting, that is, how to paint a particular. 
also be said. This technique is also fully borne out his. 


oci 
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works, e. g., the ornamentations and dresses in case of hermit girl 
Sakuntala (23) and other types of women like Abhisarika (24) and 
Virahini (25) as well as swan designs in the garments of a bride and a 
young king Atithi, (26) etc., etc. Kalidasa was also fully conversant with 
the conventions of representations of superhuman beings. Airavata, 
the divine elephant with four tusks (27) Yaksas as youths (28) Siddhas 
always in pairs, with Vinas in their hands (29), kinnaras with the face 
of a horse (30). 


The place of painting in the cultural life of ancient Indians, i. e., 
the manifold purposes which this fine art used to cater to the service of 
men and women are also recounted by this greatest of great genii of India. 
Malavikagnimitra (31) gives out the picture as coming the to rescue of 
a lady in love to see the protrait of her lover in portrait maintaining her 
bashfulness. Pictures were also very useful in giving the wider 
knowledge of the world. Sakuntala could be depicted in polished 
ornaments by her hermit girl companions sheerly because of having 
observed them in pictures (32). Pictures of beautiful princesses were 
sent round to princes to win their hearts (33). The most universal 
element of the utility of the pictorial art is the pleasure ‘Vinodasthdna’ 
what is acclaimed by Du,yant in the Sakuntalam (Act. vi.). 


In the end a word may also be added on the philosophy of fine 
arts, which perhaps nowhere better hinted at thanin the Sakuntalam 
in the following verses : 


qaar न चित्रे स्थात्क्रिपरते तत्तदन्यथा । तथापि तस्या लावण्यंरेखया किञ्चिद- 
faam, really meaning यद्यत्साधु न; चित्रे तत्तदन्यथा स्यात्‌ क्रियते (स्थात्‌ क्रियते 
in the sense of क्रियेत meaning that whatever is not beautiful can be made 
different in picture—Mahamahopadhyaya Kuppuswami Sastri’s inter- 


pretation—cf. Sivaramamurty's paper ‘Kalidasa and painting’ J. O. R 
Madras Vol 7. 1933. 


*Kalidasa holds the view that a good deal of Samadhi (34) or 
concentration is the first requisite for producing a good picture. Fully 
aware ofthe nobility and greatness ofthe fine arts, 16, in a general 
way, gives out that they shine properly only when imparted to the 
proper person (35)"-—Swaramaivmurti. 


Banabatta: The celebrated prose-writer, the author of the celestial 
Kadambari and magnificient Harsacarita, Bannbhatta, for whom it is 
an eloquent tribute to have exhausted everything worth describing in 
three ५४०705--वणोच्छिष्टं जगत्सर्व॑म्‌—has equally excelled all in his mastery 
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of the pictorial art, the scope of which, as we have already seen, is tlie 
three world (cf. Silparatna जङ्गमाःस्थावरा etc.) 


depiction of all the 
atas a youth he moved in the company 


It was, therefore, not in vain th 
of friends and companions of various professions including an artist and 


a sculptor अभवंश्चास्य वयसा समानाः सुहृदः सहायारच--चित्रकृद्ठीरवमा...पुस्तककृत्कु 


G 
मारदत्त : H. C. 

Every palace and mansion described by Bana is full of citrasala or 
art gallery. Every city abounds in picture galleries. The big 
citrasalas were built in the style of Vimana and this characteristic ofa 
Citrasala has a tradition in the Silpa-texts. Narada $ilpa (cf. first 
chapter and Dr. Raghavan’s observations on ‘Sanskrit Texts on Paint- 
ing’), describes a citrasala building as ornamented by a small gopura 
in the front and having Sikhara-kala$as, etc., thus satisfying the descrip- 
tion of *"Vimana' given by Bana (1). As regards the decorations ofthe 
palaces, reference is made in H. C. (2) to great Silpis being invited from 
various countries (0 do the job before the marriage of Rajyasri, and 
they also received the usual honours and rewards as per the time 
honoured tradition of the texts like Samarangana-Sutradhara (cf. 


H. S. A. Vol. I—Preliminaries before the building operations). 


With this general introduction to the status of pictorial are in the 
times of Bana, let us proceed with the canonical knowledge of the poet 
in relation practically to all the canons, the types of pictures, the back- 
grounds, the materials and the process (including sketch, colour, 


anatomy and pose, etc.). 


Types of pictures. —We are familiar with the universal scope of 
painting, as echoed in Silparatna perhaps got from Bana—vide Ka (3), 
the town illustrating the picture of the universe, the Royal household 
displaying the manifold and wonderful features of the inmates of the 
three worlds through pictorial lines (pictures in art gallcries) and picture 
houses are adorned with paintings of leaves (foliage decorations) and 
birds of various hues. 


On the special occasions like delivery of a prince child (queen of 
Tarapida) and marriage of a princess (Rajyasri) expert painters from far 
and wide used to be called to work on the walls (4). 


This was the mural painting. Now come the portraits. Departed 
Pr a a 
souls (5) (Prabhakarvardhana) were painted on a suitable surface. 
Yamapatas are another set of pictures and were in vogue in ancient 
o 
India. This is borne out by numerous ref i 
. references AT 
in Sanskrit jliterature. 
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It was held an ominous picture and Bana echoed it when Prince Har.a 
is hurrying to meet his father and he sees it as one of the various omens | 
that perturbed his mind— vide H. C. (6). Kamadevapata was still another 
variety of pictures, a populer picture of the bed-room—vide Ka (7) 
Cupid's picture had almost an exclusive privilege in the Vasabhavana— 
vide H. C. (8). Palace walls had paintings of Camaragrahinis, H. C 
(9). Chowries being an important insignia of royalty, Camaragrahins were 
common in royal house-holds. Other pictures adorning the royal man- 
sions were the portraits of princes (10) both defeated princes and renown- 
ed ones of other royal houses. ‘Another picture of the aristocratic 
household is the Cakravaka painted usually to amuse women in the 
harem,’ H. C. (11). 


Backgrounds.—Bana was conversant with all the three pictorial 

backgrounds Patta, Pata and Bhitti—the wooden board, the canvas | 
and the walls of buildings. “Tt was not an uncommon practice in i 

India to draw and paint creepers, dragons and such things on the | 
body to heighten the beauty of the particular spots which on that | 
account fromed the ground. This practicc was not restricted | 
to the human body alone. Majestic elephants of royal { 
courts were profusely decorated with designs of creepers. 
Drawing and painting on vessels is an age-long custom in our land. An- 
other and a more natural ground is the floor or the bare ground, giving 
ample scope for clever women to draw fine free-hand-drawings in colour 
powders. All these are too well known to Bana and what is more, he is 
very well aware that any ground is alright for a good drawing provided ; 
one has cleverness of excution; and the stone salb that served the pur- 
pose of a canvas or board when neither was procurable to gladden the 
heart of a lover by a picture of the beloved one is not overlooked." (12). Re 


Meterials.—Bana refers to separate brushes for separate colours 
and the most popular brushes of the poet’s day seem to be Vartika, 
Kalaüjana-vartika and Kürcaka (13) (cf. also the §.S's prescriptions f 
Chap. 77) (exclusive brush for applying black), Warnasuddha Kurcaka 
(for the use of white). The third variety of the brush, tulika (in the — 
sense of Lekhani of the Silpa texts) used for final touches was also known inc 
to him, H. C. (14). The alabu or gourd in the present context (used by 
Bana) might have been used in those days for stocking colours and other - E 
essential artist's requisites 


decorations perfectly tallying with those prescribed in the Silpa 
like Ab. C. and Silparatna (vide ‘Vartika and background’, 
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s of highly polished walls mirror--like 


a a alk | 
Bana also more often than not t nr UM ee 


i irs . The walls of the 
in their splendour. i í 
h fresh pictures painted on them. 


it :2 resplendent wit : 
omm MM the artist has to RM an PE SENA 
3 = ne calf ek ) a 

going to paint. What Bana calli w eey x is w Me 
has called Bhavagamyacitra. Then come une EA prop Enni 4 
Sütrapátalekh—called by Bana DOR n eps) eae LM 

sütras or lines ‘like Brahmsutra, Paksasütra and übissuwe nr. a 
at particular points on the canvas M particular s parts o the n no 
according as the sthana or pose is front, profile or three; quat ter MIW 
and so forth’-Sivaramamurti. Thus we are convinced how Bana iG 
perfectly conversont with the technical language of the artists: he 
word Citronmilana (17) (cf. Kalidasa's. उन्मीलितं HO by SER con- 
vinces us of the unbroken tradition of the high skill of our artists in the 
ptctorial art. When the artist simply infuses life in to the picture, what 

is called ‘unmilan’ it becoms our object of highest admiration. 
Process of the types of pictures like ce painted on cloth or on 
"o1 iff ct ict ilparatna : 

E i were dram on what Bana calls citra- 

'सुधालेपो त कतंव्यशचित्रा्थ फलकादिपु 5 
phalakas (18) Kadambari (19) refers toso many other types of PIC 
decorations, the elaborate drawing of the floor, drawing designs 
of creepers and flowers ‘(vide also H C 20), etc., etc. as 
mainly accomplished by housewives, Clever artistic work on 
pots and plates, picture decorations drawn by women 
muslins and silks, flowery drawings of human figures on the canopy 
and curtains reflected on the glossy cheeks of Queen Yasovat asleep on 
her Royal couch are also borne out by the abundant refrences in Bana’s 
works. Miniature drawings on human frame was a favourite pastime in 
India. Women used to adorn their faces and breasts with lovely 
drawings of undulating creepers and quaint dragons in which the curva- 
vature of the line and the colour of the form were marvellously exquisite- 
Sivaramamurti. Accordingly this is brone out in many ofthe references in 
Ka. (21)‘In his sports, King Taraptda’s white upper garment gets a print 
of the dark foliage painted on the breasts of the ladies of his harem with 
Kr naguru paste. The King questions his queen, on another occasion, 
why she did not adorn her breasts with drawings of creepers. The 
wonderous person that comes from the moon to take away the lifeless 
body of Pundarika has his shoulders marked with crimson of the cree- 
pers painted on his beloved’s breasts. Thus there are two materials for 
painting on the body Kunkuma and Krsnaguru to which a third Kasturi 


Which is to be mentioned presently is to be added. Generally sandal 
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B paste served as the ground paint in such cases, Not content with 
painting themselves the women went to the extent of even decorating 
dolls with such drawings. Thus we have one of the maidens in the 
palace of Kadamban exhorting one of her companions to paint the 
breasts of a doll. That even youths delighted in this, of decorating the 
body with paintings, is proved by the reference in Harsacarita of young 
Dadhica smelling sweet with creepers marked on his body with Kasturi. 
The artistic figures of swans painted with Kastüri on the border of the 
fine fabric covering the shoulders of King Siidraka show the highly 
developed aesthetic taste of the time.—Sivarámamürti, 


Colours: Bana is fully conversant with the five primary colours 


of the Silpa texts like the V. D. and as regards secondary ones, they 
have an inexhaustible store 5: our poets works. On every page you 
will find mention of some colour or other. The following tabulation 


will give a vivid, interesting and informative colour-scheme of Bana : 


Primary colours and their varieties: In these varieties the 
subtle differences are noteworthy :— 


| Varieties of white (21) ; 


I. Haritālaśaila white. 7. Ivory white. 
| 2. Swan 5 8. Foam. ,, ) 
3. Lotus 53 9. Milk » ) Identical. 
4. Sinduvāra a different 10. Conch. ,, ) 
| pattern of white. II. Petals of full blown Ketaki 
| 5. Karnikara white-yellowish. 
| 6. Campaka ^ 
| Varieties of red (22) ; 
1. Bandhuka flower, 5. Sindura, 
| 2. Kunkumpinjara, 6. Mandara fllowers, 
r 3. Kusumbharagapatala, 7: Manjistha, 
| 4. A bunch of Ghātaki 8. Piüjara, 
| flowers(Blood red), 9. Rosy colour of dove's leg. 
| Varieties of green (23) 
। I. “Parrot green, 3. Emerald green, E. 
2. Plantain leaf, 4. Dark green (Tamala 


type). 
Varities of Gray (24) ; 


I. Smoke colour, 


iss Deis start rn 
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2. Ass skin colour, 4. of pigeon's neck, 
g. ofthe doves, 5. Saphara's belly. 


Varities of brown (25) ; 
1. Gorocana, 
‘o, Yellowish. 4. 
g. of the red palm fruit, 5. 


of the Camel’s hair, 
of Godhtma (wheat). 


Black.—Its various degrees and grades (26) ; 

The pitch dark night 
resembling the wing of 
the bird casa. 


1. Light black of buffalo, 9: 
2. The darker shade on the 
face of the Golangula 


monkey and 


Varieties of Sara of Sabala—The versi-coloured hue :—Our tra- 


dition recognised a separate variegated hue. 
(of mottled colour) also. Two tints 


ation in the tiger’s skin and white 


A number of colours varie- 
gate the rainbow and the bean seed 
yellow and black account for the varieg 
and blue for that in the eyes (27). 


Varieties of Mixed colours (28): 


1. Grey of smoke from blue and white. 2. Green from yellow and 
blue, 3. Purple from red and blue. 


‘Bana’s knowledge of the infinite variety of colour in nature and 
his singling out the beautiful natural tints of flowers and fruits so often 
chosen with great delicacy by expert artists for the execution of excellent 
still-life compositions is remarkable. Some of the descriptions in Bana’s 
works simply represent the commentaries on Citra-Sastra especially those 
noteworthy paragraphs wherein colours, all from nature, play the part. 
The following descriptions illustrate the truth of the statement : 


(1) Jambu fruit (5) Colour picture of a country 
(2) Amalaki fruit (janapada) 
(3) Forest fires (6) Multi-coloured nature of the 
(4) Colorific nature of the ground 
forest (7) Colour imagery in the descrip- 


tion of Elephant Gandha- 


madana 


a Thus these descriptions of Flaura and Fanna illustrate Bana’s artistic 
insight. Anatomical knowledge (29) of Bana was also remarkable. He 
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however excells equally in the beauty of the limbs and its opposite ugli- 
ness—vide his descriptions of Dravida Dharmika, the Sabaras, Bhaira- 
vacarya and his disciple. Bana also gives us laksanas oí some demi- 
gods (30). Technical descriptions of the animals like the horse and the 
elephant are of popular knowledge. Bana is quite aware of the tremen- 
dous potentialities of pose. ‘As an expert in pose Bana knows enough 
of Aügabhanga. There is a variety of Angabhanga in the limbs of the 3 
Varavilasinis surrounding Harsa. With a definite knowledge of 
Angas and Pratyangas he gives the names of separate bhangas like the 


Grivabhanga mentioned by Kalidasa—one such is the Madhya- 
bhagabhanga (31). A great aesthete conversant with the principles 
of Natya (dance) Bana informs us of a charming pose—Karavenika 
(32), in which two women stand with their hands inter-locked.— 
Sivaramamurti 

SRIHARSA.—A profile writer, an erudite scholar and a great poet 
as Sriharja was, it is but natural that his Naisadhiyacarita, a Maha- 
kavya teeming with encyclopaedic learning, must present a suffi. ient evi- 
dence to his knowledge of pictorial art fully advanced by his time, the P 
medieval Period of Indian history (11th or rath century A. D.). Pain- : 
tings on various mediums on diverse grounds is the traditional depiction, Y 
but mosaic decoration of the floor and a hostofsimilar innovations are j 
our additional information on the subject 


Letter painting.—The art of examining the form and shape, the 
peculiar characteristics of the letters of the alphabet from a decorative 
point, may be seen in his descriptions —N. C. (X) 85-86—where ‘the letter 
‘OM? is taken up and its various parts, i.e. the two dalas, the bindu 
and ardhacandra are compare to the eyebrows, the tilaka, and vīnā- 
kona (lute-bow) of Damayanti, respectively. Verses (X) 85-86 (1) giv 
us the shape of 3% and the visarga which are compared to eyebrows, th 


a Balika.) cf. 


श्रृद्धवद्वालवत्सस्थ वालिकाकुचयुग्ममवत्‌ | नेत्रवत्कृष्णसर्पस्य स विसगं इति 
Types of pictures.— There are double portraits on 


ones on the wall. The princes who come to Dama 
amuse themselves by gazing at the pictures of the 
executed on the walls of the various mansion: 
themes thereof are the important incidents fr 
Pictures describing life incidents ap 
ancient India. Kalidasa, Bhavabhüti 
their representations. 
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There were also picture stories from contemporary life. Group 
pictures were also not wanting. As regards the pictures of general 
character like the paintings of women near the doorway, etc., are amply 
illustrated in N. C. (3). We are familiar with the dictum of the V. D, 
forbiding painting of pictures for one’s own use and accordingly Bhai- 
mi got a typical pair of lovers, painted by Karuvara (4). 


Sriharsa, a gifted genius of a very bold nature and freedom loving 
scholar is credited to have violated the rules of painting, gone astray 
from the conventions as set out in the standard Silpa-texts like Silpa- 
ratna (though later than Sriharsa nevertheless echoing the tradition) 
which forbids naked tapasvililà in the human dwellings vide N. C. 


XVIII (5). 


Process.—In drawing of the outline of a picture the first thing, to 
go through, is fixing up the general proportions by preliminary indica- 
tive lines what are called the sutrapata-lekha and Sriharsa makes men- 
tion of the artistic device of determining sketch in VII and XY (6). 


Even preliminary to Sutrapata-rekha is the Hastalekha, or the 
experimental sketch and this is mentioned by Sriharga thrice—twice in 
VII and once in XXI (7). 


Colours.—After the sketch is laid out, colours take their turn. 
Sriharsa gives only four primary colours (8). As regards the varie- 
gated hue ‘citra-varna’, the mosaic floor that Sriharsa mentions in VIII 
(9) satisfies it. According to Sriharsa propriety of colouring—colour to be 
laid in its proper place in a picture—is the first pre-requisite (10). That 
Js, for the effect of one colour over the other, the contrast, the balance, 
the tone and such other details, it is an essential prescription. Touch- 
Ang and blending may be attended also in due course. 


Anatomy.—‘Of the so many factors that constitute a picture the 
one thing that is dealt with at great lenth by Sriharsa is anatomy and 
that too feminine, i. e. of the woman. It is the description of Damayane 
tis beauty that lends itself as a proper medium for the artist poet's 
detailed delineation of anatomical rules. There is nothing of the brawn 
and the bone in it. The graceful portrayalin verse of the delicate cur- 
vatures and subtle beauty spots that make up the lovely form of the 
Princess is all that we get from the pen of Sriharsa. This in fact is the 
true and correct anatomy of the Indian artists"—Sivaramamurti. 


Let us now refer to Sriharsa’s anatomical details (11) ina tabular 
form, of the important limbs and sub-limbs, the facial description show- 
ing the very minute observation and artistic insight of the poets 
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Face.—(i) Lips with lines is compared to the Bandhükapuspa VII. 
972 41- 


(ii) Nose.—like Tilapuspa VI. 36. wherein, front and threequar- 
ters view are both fully comprehended. 


(iti) Chin with a dimple VII. 51. is a beautifying factor. 


(iv) Ear.—its curvature proceeding and vanishing in the cavity— 
VII. 62. 

(v) Eyes.—Compared with deer—VII. 53. Sivarimamuirti observes: 
“The width and beauty of the eye of the fawn is proverbial. But the one 
thing to be noted in this comparison is that Sriharsa closely observes 
and dismisses the long streak proceeding from the root of the eye nearest 
the nose of the deer as unworthy of the beauty of King Nala and tells 
by means of a clever pun that this streak distinguishes the eyes of the 
fawn from his.” 


(vi) Neck.—Its rotundity and extreme grace being enhaned by the 
three lines, the creases—II1. 66. 

(vit) Hair.—‘Damyanti’s long tresses are given as black and curly, 
while Nala’s locks are extremely fine and of a thick growth’—VII 21 
and 67. 

OTHER PARTS: 


(i) Nitamba. — Resembling as a wheel (VII. 89) and nails resembling 


moons are conventional but— 


(ii) Gulpha.—Ankle should not be prominent in the artistic insight 
of Sriharsa VII 98. 

(ii) Heel.—Fully developed is a mark of beauty— VII. 102. 

(iv) Fingers.—Lovely only when they are long and wiry—VII- 
105. 

With these bits of references and illustrations thereof, the pictorial 
depth in the Naisadhiyacaritam, let us close this in the words of that 
gifted and talented art-critic in our Indological Researches, Sri Siva 
rámamürti, who is really the pioneer to have taken up these studies from 
quite a new angle in the contemporary studies in Indian culture and 
literature: 


“Sri Harsa has some artist’s notes in his diary, so to say, and this is 
best brought home to the reader’s mind by a peep into the XVIII canto 
of Naisadha. Here the palace of Nala is penned in all its glory. The 
mosaic floor is noteworthy feature (cf. न्यस्य afag,etc). We have the 
usual Citragala of the royal household. (12). Here we have perhaps the 
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lengthiest description of the Citrasala in Sanskrit literature, The sul: 
jects of frescoes and the pictures in the gallery are all given out in 
detail. 


“Inventive skill accounts for originality and variety of design (13). 
The designs like Makara (a figure something like a quaint dragon) are 
given a prominent place in Patrabhanga (14). Designs of letters, that 
form a feature of the two interesting branches of artistic science, Illumi- 
nation and Calligraphy, is indicated sufficiently as has been noted þe- 
fore. This art of lettering is today an important force and the greatest 
forte of the artist designer and poster worker and serves best for adver- 
tisements. Old scripts are explored and hunted and new fantastic types 
created ; books are every day coming into field on the subject and we 
have such books as ‘Alphabets’, ‘How to letter’, ‘The art of Lettering', 
etc. We have the Black letter and the alphabet of the twelfth century 
serving very well the purpose of decorative artists. No wonder the 
Nagari script æ% is specially chosen by Sriharga as a ,typically 
artistic letter lending itself to design. 


“Little need be said of pose. It is an all-accepted important factor 
in a picture. Sriharsa knows technicalities of various poses as is 
evident from his references to such-minor details like the Vrksadhirüdha 
and Latavestitaka (15) types of embraces described in the Kamasutra. 
The commentary explains these two as two different varieties of graceful 
embrace. For the fine pose described in the verse.-इत्ि स्फुटं तद्वचसस्तयादरात्‌ 
सुरस्ृहारोपविङम्वतादपि कराङ्कबुः्तैककपोलकर्गया at च तद्भासितमश्रतं च 
we have the nearest approach in the figure of Madalasa in Ravi VAT 
charming picture of Madalasa Rtudhvaja.” In the end let us close this 
account with his personal experience of a genuine artist (16). 


Other poets.—Like Kalidasa, Bana and Sriharsa, other poets can 
also be worked out from this angle. The pioneering lead has already 
come from an eminent scholar and so to tackle up the subject, there 
no dearth of guidance. Paucity of space forbids me to dwell at length 
on this topic, nevertheless a few words may be added on the stray 


references to pictures by other writers like Bhavabhiti, Sri Harsa, 
Magha, Somesvarasuri, Rajasekhara and Dhanapal à 
are only barely touched here and it does. not mean 
list. 


a. These names 
they exhaust the 


Bhavabhuti’s Uttara-Rama Carita gives us a very vivid know- 
ledge of the principles of perspective which for the landcape artists was 
an essential pre-requisite. The picture of higudipadapa near Srnga- 
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berpura ; of the Ganga; of the Vatavrksa called Syima on the way to 
Citrakuta ; of the Prasravana mountain in all its glory ; the picture of 
parleying of Surpanakha with Paficavati as backeround of Pampa lake 
and its surroundings—all show that painting natural Scenery was a 
common feature implying knowledge of perspective 


Sri Harsadeva—is accredited with three very popular stageable 
dramas—Ratnavali, Priyadarsika and Naeananda. We have seen 
Bana's alabu for holding colours and Kalidása's v arnikakarndaka, 
~ box for holding brushes ; Sri Hargadeva speaks of ‘Samudgaka’ cf. गहीत- 
समुभ्द्कचित्रफ लकवतिका in the Ratnavali hinting practically at all the 


accessories of painting, colour box (Samudgaka), picture board (phalaka) 
and brush (vartika). 


Dandi.—In his Dasakumaracarita corroborates this meaning of 
Samudgaka as colour box—vide ucc. II. p. 99--मणिसमुग्द्कात्‌ वर्ण वर्तिकामुद्धृत्य 
etc. where also are given some very important clues of the technique of 
painting like *Niryasa' and ‘Kalka’ (already explained in the body of 
this book) (cf. also ‘Vartika and Background’ chap. IV). These are rela- 
ted to the elucidation of the nature of colours also—cf. under Kalidasa. 


Magha.—Is a versatile genius and his knowledge of the different 
branches of learning is a jealous tribute. In the 3rd canto of Sisupala- 
vadha, there is a reference to the Alekhya-karma though not elucidating 
directly any pictorial technique or convention, nevertheless, he simply 
voices forth the opinion that too shining and too smooth a surface is not 
always quite convenient for drawing a picture : 


यस्यामतिइलक्ष्णतया गृहेषु विधातुमालेख्यमशक्नुवन्तः | 
aqfaa: प्रतिबिम्बताङ्गा सजीवचित्रा इव रत्नभित्ती: ॥ शिशु ०३-३६ 


Rajasekhara—also evinces his great interest in this art. He seems 
: to be fully conversant with the chemistry of colours. In his Balabharta, 
there is a reference to a particular aspect of this side-branch namely the 


causes for dimming the colours cf. निर्यद्वासर, etc. 


` Dhanapāla.—The author of Tilakmañjarī shows his mastery of 
light and shade, the dexterity ofonly expert painters : 7 


राजतीतिखि ब ede I वका 

Healso refers in some of the passages of his Tilakm. 
Citropadhyayas and townsfolk well-versed in the theory of p 
critics of art and pictures. 


Someivarasiri’s Yasastilaka Campi also abounds | 
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of the art but also that of the flourishing condition of this fascinating 
art. A very advanced, popular and interesting side-development of the 
pictorial art has been Patralekhana, i. e. painting of creeper designs on 
the body of both man and beast. In Kalidasa's Meghduta, we have 
already scen a description of Sindtra painting on the elephant’s body. 
In Somadevasuri’s YaSastilaka is a passage describing the bhuti of the 
elephant consisting of Bahkticcheda —Drawings of festoons (flags), conch, 
discus, swastika, Nandyavarta and the like make up the elephants 
artistic decoration. This information is rare, 

In painting of the bodily limbs (so popular in ancient India among 
the ladies), fingers and nails must have been more popular in the 
Angaprasadhana served as Srngaranga and Sri Sari does refer to it, 
simply echoing the practice : 

ऊर्ध्वंनखरेखालिखितनिखिलदेहप्रसादम्‌ | ४. T. p. 463 

Needless to multiply the further references to other poets and their 
works. Coomaraswamy (as already referred to, cf. Chap. I) has also 
gathered many allied references in his monograph ‘One hundred refer- 
ences to Indian Painting and further reference to Painting in India’— 
Artibus Asiac IV. pp. 41 and 126—and there is still a very fine scope for 
further researches in this hitherto unattended branch of profitable learn- 
ing. 

Book Illustration :— 

In the end a third current of pictorial tradition may also be tou- 

ched just to point out universal cultivation of this art and its appeal 


thereof “चित्रं हि सर्वेशिल्पानां मुखं लोकस्य च प्रियम्‌? . Itis the Indian picto-. 


rial art as developed in Book-Illustrations. Its vogue though quiet com- 
mon in other parts of India, Western India, however, may be credited 
to have taken higher stridesin thisdirection as per the finds in our collec- 
tions, a reference to one of these (cf. Illustrated Jain Manuscripts) has 
already been made. ‘Gujarat possesses a large numer of illustrated 
manuscripts mostly Jain which are preserved in the bhandaras at Ahme- 
dabad, Patan and other places. The pictures found in these works 
appear tobe theoutcome of a special technique which obtained in 
Gujarat long before the advent of Mughals. The examples reproduced 
in the works of Dr. Goomarswamy and in the copiously illustrated 
volume of the fainachitrakalpadruma furnish ample evidence of the exis- 
tence of such a school’. Hirananda Sastri’s monograph ‘Indian Picto- 
rial Art as Developed in Book-Illustrations’ has brought out all these 
evidences to prove this exuberance in the development of India Painting 


and the reader is referred to glance at this work for necessary and intep- 
esting information, 
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APPENDIX A 


(Quotations from Kavyas) 


WORKS OF KALIDASA : 

1. 'चित्रशालां गता देवी प्रत्यग्रवर्णरागां चित्रलेखामाचार्यस्यावलोकयन्ती तिष्ठति’ c 
Malavika, I. ig 

2. 'विद्युत्वन्तं ललितवनिताः सेन्द्रचापं सचित्रा:'''''प्रासादास्त्वां तुलयितुमलम्‌' Megha. 


3. 'चित्रलेखामाचार्यस्यावलोकयन्ती तिष्ठति’ Mal. I. 


4. (i) àa परिगमिताः समाः कथज्चिद्वालत्वादवितथसूनतेन सूनोः | 3 
सादृश्यप्रतिकृतिदशन: प्रियाया स्वप्नेषु क्षणिकसमागमोत्सर्वहच ॥ ER 
Raghu. VIII. 92. 


(ii) 'वाष्पायमाणो ब्रलिमान्निकेतमालेख्यशेषस्य पितुविबेश' Raghu. XIV. 15. 
5. afa ! प्रणम भर्तारं, यः पाइवेतः पृष्ठतः दृश्यते | Mal. IV. 
6. “मत्सादृश्यं विरहतनु वा भावगम्यं लिखन्ती’ Megh. 


7. कार्या सैकतलीनहंसमिथुना स्रोतोवहा मालिनी 
पादास्तामभितो निषण्णहरिणा गौरीगुरोः पावनाः । 
शाखालम्बितवल्कलस्य च तरोनिर्मातुमिच्छाम्यधः 
शृङ्गे कृष्णमृगस्य वामनयनं कण्डूयमानां मृगीम्‌ ॥ Abh. VI 

8. त्वामालिख्य प्रणयकुपितां धावुरागँर्शिलायाम्‌ 

आत्मानं ते चरणपतितं यावदिच्छामि कर्तूंम्‌ । 
| अस्तैस्तावन्मुहुरूपचितद्‌ ष्टिरालुप्यते मे 
E ऋरस्तस्मिन्नपि न सहते सङ्गमं नौ कृतान्तः ॥ 


9. चित्रद्विपाः पद्मवनावतीर्ण: केरणुभिदत्तमृणालभङ्गाः | > 
नखाङ्कू शाघातविभिन्नकुम्भा: संरब्धसिहप्रहतं बहन्ति॥ Raghu. XIV 


E") 


10. हरे: कुमारोऽपि कुमारविक्रमः सुरद्विपास्फालनकर्कशाङ्ग,लौ। 
भुजे शचीपत्रविशेषकाङ्किते स्वनामचिह्णं निचखान सायकम्‌ ॥  : 
महेन्द्रमास्थाय महोक्षरुपं यः संथति प्राप्तपिनारि 

चकार बाणैरसुराङ्गनानां गण्डस्थलीः प्रोषितपतर 


` र॒घुः mre पत्रिणा 


२ 
\ 


I2. 
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चित्रे निवेश्य परिकल्पितसत्वयोगा रूपोच्चयेन मनसा विधिना कृता नु । 
स्त्रीरत्नसृष्टिरपरा प्रतिभाति सा मे धातुविभुत्वमनुचिन्त्य वपुरच तस्याः uS. LL. o. 


19. उन्मीलितं तूलिकयेव चित्रं सूर्याशुभिभिन्नमिवारविन्दम्‌ । 


14. 


18. 


1g. 


बभूव तस्याश्चतुर्र्शोभि वपुविभक्तं नवयौवनेन ॥ K. T. 52. 
'स्खलतीव में दृष्टिनिम्न्नोनतप्रदेशेपु' Abh. VI 


JV. B. As regards r5, 16 and 17 cf. Abh. S. Act. VI 


पीतासितारक्तसित : सुराचलप्रान्तस्थितेर्धातुरजोभिरम्बरम्‌ i 
अयत्नगन्धवेपुरोदयभूमं वभार भूम्नोत्पतितैरितस्ततः। — Kum.XIV. 31 


नेत्रा नीत : सततगतिना यद्विमानाग्रभूमी रालेख्यानां स्वजलकणिकादोपमुत्पाद्य सद्य: | 
शङ्कास्पृष्टा इव जल लवमुचस्त्वादृशोजालमागँ- 
धूमोद्गारातुकृतिनिपुणा aster निष्पतन्ति ॥ Megh. 


20. (1) aafaa: किञ्चिदिवो तत राधंमुन्नद्ध चूडोऽञ्चितसब्य जानुः i 


21. 


आकर्णमाकृष्टसबाणवन्वा व्यरोचतास्त्रे स विनीयमान: (Raghu, XII.51 
(71) ‘a दक्षिणापाङ्गनिविष्ट मुष्टि नतांसमाकुञ्चितसव्यपादम्‌ Ku. III. 


तस्य निदेयरतिश्रमालसाः कण्ठसूत्रमपदिश्य योषितः | 
अध्यशेरत बृहद्‌भुजान्तरं पीवरस्तनविलुप्तचन्दनम्‌ ॥ Raghu. XIX.32, 


22 (il) व्यूढोरस्को वृषस्कन्धः सालप्रांशुर्म हाभुजः । 


आत्मकर्मक्षमं देहं क्षात्रो धर्म इवाश्रितः ॥ Raghu. I-13. 


युवा युगव्यायतबाहुरंसलः कपाटवक्षाः परिणद्धकन्धर: | 

वपु: प्रकर्षादजयद्‌ गुरु रघृस्तथापि नीचे विनयाददृहृश्यत ॥ Raghu.III. 34 
(४1) वृत्तानुपूर्वे च न चातिदीर्घे जङ्घे शुभे सृष्टवतस्तदीये | 

शेषाङ्गनिर्माणविधौ विधातुर्लावण्यमुत्पाद्य इवास यत्न: ॥ Kumara. 35 


` (iii) Fata शरदिन्दुकाम्तिवदनं वाहू नतावंसयोः 


23. 


संक्षिप्तं निविडोच्नतस्तनमुरः qnd प्रमृष्टे इव । 
_ मध्यः पाणिमितो नितम्वि जघनं पादावरालाङ्ग.ली, 
exar नर्तयितुर्यथेव मनसः दिलष्टं तथास्या वपुः ॥ M. II. 3. 


~ 


XT वयस्य le अन्यच्च, शकुन्तलाया : प्रसाधनम भिप्रेतमत्र विस्मृत- 
मस्माभिः d 


विदूषकः--किमिव ? 
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सानुम ती--वनवासस्य सौकुमार्यस्य च यत्‌ सदृशं भविष्यति । 


राजा--क्रतं न कर्णापितबन्धनं सखे शिरीपमागण्डविलम्बिकेसरम । 
न वा शरच्चन्द्रमरीचिकोमलं मृणालमूत्रं रचितं स्तनान्तरे ॥ Abh. VI 


cf. also 
‘इयमधिकमनोज्ञा वल्कलेनापि तन्वी 
कि मिव हि मधुराणां तण्ड Adh. 1. 
^ सखि, रोचते ते WS मुक्ताभरणभुषितो नीलांशुकपरिग्रहोऽभिसारिकावेशः, 
Vik. VII. 
25. वेणी भूत प्रतनुसलिलासावती तस्य, सिन्धुः 


पाण्डुछाया तटरुहतरूश्रंशिभिर्जी्णपर्णेः, 
सौभाग्यं ते सुभग विरहावस्थया व्यञ्जयन्ती । 
कार्यं येन त्यजति विधिना स त्वयेवोपवाद्य: N Megha. 


26. (i) त्वमेव तावत्परिचिन्तय स्वयं कदाचिदेते यदि योगमहंतः । 
वधू दुकूलं कलहंसलक्षणं गजाजिनं शोणितबिन्दुर्वाध च ॥ Kum. V. 67. 


(11) ageno: सुग्वी हंसचिह्नदुकूलवान्‌ | 


| आसीदतिशयप्रेक्ष्यः स राज्य-श्रीवधूवरः ॥ Raghu XVII.25. 
| 
27. सुरगज इव दत्तंभेग्नदेत्यासिधारेनंय इव पणबन्धब्यक्तयोगँरूपायेः । 
हरिरिव युगदीघेरदोभिरंशेस्तदीये: पतिरवनिपतीनां तँञ्चकाशे चतुभिः ॥ 
Ragh. X. 86. 
28. 'वित्तेशानां न च खलु वयो यौवनादन्यदस्ति, Megh. 
29. “सिद्ध दवनद्वैज लकण भयाद्वीणि भिर्मक्तमागं:, a 
P 30. q दुर्वहश्रोणिपयोधरार्ता भिन्दन्ति मन्दां गतिमश्वमुख्यः । Kum. I 
| 31. सखि ! तदा ससंभ्रममुत्कण्ठिताहं भर्तृरूपदर्शनेत तथा न वितुष्णास्मि 
| यथाद्य विभावितर्चित्रगतदरशंनो भर्ता, Malavika. IV 
| 
| 32. अये ! अनुपयुक्तभूषणोऽयं जनस्चित्रकमं परिचयेना ते आभरणविनियोगं 
| करोति । Abh. IV. 
| 
| — शुद्धसंतानकामै: 
j 33 प्रतिकृतिरचनाम्यो दूतिसंदशिताभ्यः समधिकतररूपाः km 
| अधिविविदुरमात्यैराहूतास्तस्य यूनः प्रथमपरिगृहीते श्रीभूवो राजकन्या: ॥ 
| R. XVIII. 53. 
4 
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34. चित्रगतायामस्यां कान्तिविसंवादशङ्कि मे हृदयम्‌ । 

संप्रति शिथिलसमा्धि मन्ये येनेयमालिखिता ॥ Mala. II. 
95. पात्रविशेषे न्यस्तं गुणान्तरं ब्रजति शिल्पमाधातुः | 

जलमिव समुद्रशुक्तौ मुक्ताफलतां पयोदस्य ॥ Mal. I 


WORKS OF BANABHATTA 


1. 'सुरासुरसिद्धगन्धवंविद्याधरो रगाध्यासिताभिइ्चित्र शालाभि: Tay दिव्यविमानपड्ि:- 


भिरिवालडः कृता' Ka.99. 
2. (i) 'सकलदेशादिशयमानशिल्पिसार्थागमतम्‌' H. C. 142. 
(ii) “सित कुसुमविलेपनवसनसत्क्ृतं : qum 
9. (i) 'चित्रलेखादशितविचित्रसकलत्रिभूवनाकाराम्‌ Ka. 176. 
(ii) 'आलेख्यगृहैरिव बहुबर्णचित्रपत्र शकुनिशतसंशोभितंः? Ka 241. 
4. (1) प्रत्यग्रलिखितम ङद्गत्यालेख्योज्ञ्वलितभित्तिभागमनोहराणिः Ka. 136. 
(11) 'चवुरकित्रकरच क्रत्राललिख्यमानम ङ्गल्यालेख्यम्‌ H. C. 142. 
5. 'चित्रावशेषाकृतो काव्यशेषनाम्ति नरनाथे' H C. 175. 


e 
6. (1) 'प्रविशन्नेव ' चित्रवति पटे `"``-कथयन्तं यमपट्टिकं ददर्श' H. ©. 159. 
G 


(11) “यमपट्टिका इवाम्बरे चित्रमालिखन्त्युदगीतकाःः . H. C. 138. 
7. “वासभवने मे शिरोभागनिहितः कामदेवपटः पाटनीय:? Ka. 590. 
8. प्रविवेश च द्वारपक्षलिखितरतिप्रीतिदेवतम' H. C. 148. 


9. सुप्तया वासभवने चित्रभित्तिचामरग्राहिण्योऽपि चामराणि चालयाञ्चक्रूः 


H. C. 127. 
10. आलेस्पक्षितिपतिशिरप्यप्रमणस्ड्रि: संतप्यमानचरणौ' H. C. 136. 
11. “दिवसानसनिषु "` “'चित्रभित्तिवलिखिताति चक्रवाकमिथनानि' Ka. 446. 


12. ‘HA च स्तार्थमागतया "`` `" विलिखितानि ``" `` त्यम्बकप्रतिविम्बकाति वन्दमाना’ 


Ka. 262. 

13. (i) “रूपालेख्योन्मीलनकालाञ्जनवतिकाः Ka. 455: 
(ii) वर्णसुधाकूर्चकेरिव करेर्धवलितदशाशामुखे चन्द्रमसि” Ka. 527. 
(iii) (इन्दुकरकर्चकेरिवाक्षालिताम्‌? Ka. 246. 
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4, 
'अवलम्बमानतूलिकालाबुकांश्च M H. ©. 217. 
(3) उत्थापिताभिनवभित्ति पात्यमानवहलवालुकाककण्ठकालेपाकुलालेपकलोकम्‌ । 
H. C. 142. 
(ii) saata सुधाकर्ष रस्कन्धे रधिरोहिणीसमारूढेधवेधवलीक्रिय्रमाणप्रासाद- 

प्रतोलीप्राकारशिखरम्‌? ibid. 
“वत्सस्य यौवनारम्भसूत्रपातरेखा? Ka. 466. 
(1) “रूपालेख्योन्मीलतकालाञ्जनवतिका' Ka. 455. 
(ii) 'प्रातश्च तदुन्मीलितं चित्रमिव चन्द्रापीडशरीरमवलोक्य' Ka. 548. 

. आलिखिता चित्रफलके भूमिपालप्रतिबिम्बम्‌ । Ka. 172. 
. guo oe पुरन्ध्रिवर्गंण समधिष्ठितम्‌ Ka. 143. 
. 'बहुविधवर्णकादिग्धाङगुलीभि्ग्रीवासूत्राणि चः" समन्तात्सामत्तसीमन्तिनी भिर्व्याप्तम्‌' 
H. C. 143. 

; A x C 

(1) हरितालशलावदातदेह: H. C. 188. 
(ii) (a) हंसधवला धरण्यामपतज्ज्योत्स्ता Ka. 96. 
(b) हिमकरसरसि विकचपुण्डरीकसिते ibid 

(iii) अभिनवसितसिन्दुवारकु सुमपाण्डरं: ibid 
(iv) काणकारगौरेण वीध्रकञ्चूकच्छन्नवपुषा ibid 
(v) वकुलसुरभिनिःशवसितया चम्पकावदातया H. C. 33 
(iv) दन्तपाण्डरपादे शशिमय इव H.C. 7o 
(vii) (a) पीयूषफेनपटलपाण्रम्‌ i H. (८.10. 
(b) sre खक्षीरफेनपटलपाण्डरेण H. C.21. 

(iii) विकचकेतकोगभंपत्रपाण्डरं रजःसङघातम्‌ H. G.20 


(i) तस्य चाधरदीधतयो विकसितबन्थूकवनराजय:-गय. C. 29 

(11) कुड कुमपिञ्जरितपृष्ठस्य चरणयुगलस्य--र्यि. C. 31 

(ii) कुसुम्भरागपाटलं पुलकबन्धचित्रम्‌ —H. C. 32 

(iy) रुधिरकुतृहलिकेसरिकिश्ो रकलिह्ममानकठो रघातकीस्तबके-- C. 47 
(v) लोहितायमानमन्दारसिन्दूरसीम्नि-1010- 

(vi) माञ्जिष्ठरागलो हिते किरणजाले Ka. 53 

(yii) बालातपपिञ्जरा इव रजन्यः Ka. 105. 


CC-0. Gurukul Kangri Collection, Haridwar 


an 


25. 


26. 


27. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


(viii) पारावतपादपाटलराग: Ka. 94. 

(1) (8) qrafa: कदलीवनैः Ka. 42; (b) erttafxar-H. C. 22. 

Gi) मरकतहरितानां कदलीवनानाम्‌- 199. 379. 

(11) तरुणतरतमालश्यामले-पि. C. 28. 

(1) कृष्णाजिनेन नीलपाण्डभासा ... .. धूमपटलेनेव-- a. 72. 

(i) रासभरोमधूसरासु Ka. 52. 

(iil) वनदेवताप्रासादानां तरुणां ... ...तपोवनाग्निहोत्रधूमलेखासु-- 8. 52. 
) कपोतकण्ठकबु रे... ... fafax—H. C. 145. 

(v) शफरोदरधूसरे रजसि H. C. 21. 
) गोरोचनाकपिलद्युतिः-॥, 126. 

(11) हरितालकपिलपक्ववेणुविटपर्ितवृतिभिः-॥ 2. 393. 

(ni) सन्ध्यानुबन्धताञ्रे परिणततालफलस्विषि कालमेघमेदुरे-प. C. 15. 

(iv) धूसरीचत्रूः क्रमेलककचकपिलाः पांसुवृष्टयः H. C. 162. 

(v) गोधूमधामाभिः स्थलीपृष्ढेरविष्ठिता--]जि.. C. 94. 

) जरन्महिषमषीमलीमसि qufa—H. C. 81. 
गोलाङ्ग,लकपोलकालकायलोम्ति नीलसिन्धुवारवर्ण वाजिनि- जि. C. 23. 
(111) चाषपक्ष त्विषि तमस्युदिते-]य . C: 16. 

(1) 'आचमनशुचिशचीतिमुच्यमानार्चनकुसुमनिकरशारम्‌'-.0. 19. 

(ü) 'आभरणप्रभाजालजायमानानीन्द्रधनुःसहस्राणि' —H.C.7 1 

(111) “पाकविशरारुराजमाषनिकरकिमी रिश्च... 94. 

(iv) 'शबलशाद्‌ लचमंपटपीडितेन' H.C. 232. 


'तिर्यङ नीलधवलांशुकशाराम्‌' H.C. 79. 


1) (4) स्कन्धदेशावलम्विना कृष्णाजिनेन नीलपाण्डुभासा तपस्तृष्णानिपीतेनान्त- 
निपतता धूमपटलेनेव परीतमूतिः’ KA 72. 


~ 


(0) ‘सरस्वत्यपि शप्ता किड्न्चिदधोभुखी धवलक्ृष्णशारां दृष्टिमुरसि पातयन्ती’ 
H.C. 13. 


(11) आकुलाकुलकाकपक्षघारिणा कनकशलाका निमितमप्यन्तरगत शुकप्रभाश्‍्यामा- 
समानं मरकतमयमिव पञ्जरमुद्रहता चाण्डालदारकेणानुगम्यमातम्‌' 
Ka. 21 
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(111) “आमत्तकोकिललो चनच्छविर्नीलपाटलः कपायमधुरः प्रकाममापीतो जम्वू- 


फलरसः” Ka. 36. 
29. “चक्षु: कुरड्डुकर्घोणावंशं वराहैः स्कन्धपीठं महिषैः प्रकोष्ठवन्धं व्याधः 
पराक्रमं कँसरिभिं मनं ... ... ... ... माधवगुप्तम्‌ H.C. 140. 
30. “सद्य एव कुन्तली किरीटी कुण्डली हारी केयूरी मेखली मुदूगरी खङ्गी च 
भुत्वावाप विद्याधरत्वम्‌' H.C. 115. 
31. 'देवताप्रणमेषु मध्यभागभङ्गो नातिविस्मयकरः' Ka. 335. 
32. 'अङ्गभङ्गबलनान्योन्यघटितोत्तानकरवेणिकाभिः' Ka. 75. 


NAISADHIYA-CARITA OF SRIHARSA 
I. (1) भ्रुवौ दलाभ्यां प्रणवस्य यस्यास्तनि भालतमालपत्रम्‌ | 
तदर्धे चन्द्रेण विधिविपञ्चीनिक्वाणनाकोणथनुः प्रणिन्ये ॥ X. 85. 
(11) द्विकुण्डली वृत्तसमाप्तलिप्या कराज्भ ली काञ्चनलेखनीनाम्‌ | 
diei मपीणां स्मितभा कठिन्याः काये तदीये निरमायि सारैः n X. 86 


p. ते तत्र भेम्याइचरितानि चित्रे चित्राणि पौरैः पुरि लेखितानि | 
निरीक्ष्य निन्युदिवसं निशां च तत्स्वप्नसंभोगकलाविलासँः ॥ X. 35. 
3, पुरि पथि द्वारगृहाणि तत्र चित्रीक्ृतान्युत्सववाञ्छयेव । 
नभोऽपि किर्मीरमक्ारि तेषां महीभुजामाभरणप्रभाभिः ॥ DK 2010 
4. fra प्रियां च त्रिजगज्जयिश्रियौ लिखाधिलीलागृहभित्ति कावपि । 
इति स्म सा कारूवरेण लेखितं नलस्य च स्वस्य च सरव्यमीक्षते ॥ 
I. 38. 
5. (1) भित्तिचित्रलिखिताखिलक्रमा यत्र तस्थुरितिहाससंकथा: । 
पद्मतन्दनसुतारिरंसुतामन्दसाह्सहसन्मनोभुव: ॥ 
XVIII.20. 
(11) पुष्पकाण्डजयडिण्डिमायितं यत्र गौतसकलत्रकामिनः d 
पारदारिकविलाससाहसं देवभतु रुदट डि भित्तिषु li XVIII. 21. 
(Hi) नीतमेव करलभ्यपारतामप्रतीर्यं मुनयस्तपोर्णवम्‌ । 
अप्सर:कुचघगटावलम्बनात्स्थायिना ववचन यत्र चित्रिताः ॥ 26. 
6. (i) गौरीव पत्या सुभगा कदाचित्कतेयमप्यधंतनूसमस्याम्‌ । 
इतीव मध्ये विदधे विधाता रोमावलीमेचकसूत्रमस्याः ॥ VII. 83. 


(ii) अपाङ्गमालिङच तदीयमुच्चकंरदीपि रेखाजनिताञ्जनेन या । 
अपाति सूत्रं तदिव द्वितीयया वयःश्चिया aufag विलोचने ॥ XV. 34. 


7. (1) पुराकृतिः स्त्रैणमिमां विधातुमभूद्रिधातु: खलु हुस्तलेखः। 
येयं भवद््भावि पुरन्ध्रिसृष्टि : सास्ये यशस्तज्जयजं प्रदातुम्‌ ॥ VIL15. 
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(ii) अस्यैव mi भवत्करस्य सरोजसृष्टिर्मम हस्तलेखः | 
इत्याह धाता हरिणेक्षणायां कि हस्तलेखीकृतया तयास्याम्‌ ॥ VII. 79. 
(ii) हस्तलेखमसृजत्‌ खलु जन्मस्थानरेणुकमसौ भवदर्थम्‌ | 
राम राममधरीकृततत्तल्लेखकः प्रथममेव विधाता ॥ XXI. 69. 
8. (i) विरहपाण्डिम, राग, तमोमषीशितिम, तन्निजपीतिम वर्णकैः । 
दश दिशः खलु तद्दृगक्ल्पयल्लिपिकरी नलरूपकचित्रिता:॥ IV. 15. 
(3i) पीतावदातारुणनीलभासां देहोपदेहात्किरणेमंणीनाम्‌ । 
गोरोचनाचन्दनकुड्ड मंणनाभीविलेपान्पुन रुक्तयन्तीम्‌ ॥ X. 97. 
9. न्यस्य मन्त्रिषु स राज्यमादरादारराध मदनं प्रियासखः d 
नैकवर्णमणिकोटिकुट्टिमे हेमभूमिभूति सौधभूधरे॥ VIII. ५. 
10. स्थितिशालिसमस्तवर्णतां न कथं चित्रमयी fang या। 
स्वरभेदमुपैतु या कथं कलितानल्पमुखारवा न वा॥ II. 98. 
I1. cf. N. C. VII. 21, 33, 36, 37, 51, 62, 66, 67, 70, 89 
98, 102, 105 and 106. 
19. कुत्रचित्‌ कनकनिर्मिताखिलः वापि यो विमलरत्नज: किल । 
कुत्रचिद्रचितचित्रशालिकः क्वापि चास्थिरविषँन्द्रजालिकः n 
XVIII. 11. 
` है * A i 
19. स्तनद्वये तन्वि परं qua पृथौ यदि प्राप्स्यति नेषधस्य । | 
अनल्पवैग्घ्यविवर्धिनीनां पत्रावलीनां बलना समाप्तिम्‌ ॥ III. 118. 
14. दलोदरे काञ्चनकेतकस्य क्षणान्मसीभावुकवर्ण लेखम्‌ d | 
तस्यैव यत्र स्वमनङ्गलेखं लिलेख भैमीनखलेखिनीभि: ॥ VI. 63. | 
` B . | 
15. क्रमोद्‌गता पीवरताधिजङ्कं वृक्षाधिरूढं विदुषी किमस्याः | 1 
अपि भ्रमीभङ्गिभिरावृताङ्गं वासो लतावेष्टितकप्रवीणम्‌ ॥ VI. 97. | 
16. चित्रतत्तदनुकायंविभ्रमाध्याय्यनेकविधरूपरूपकम्‌ | 
वीक्ष्य यं बहु धुवञ्शिरो जरावातकी विधिरकल्पि शिल्पिराट N | 
XVIII. 12. 


Appendix B— Illustrations-Could not be given due to the 
paucity of funds in this edition. 


Appendix C—vide चित्र-लक्षणम्‌—ahead. 
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PT. IV 


वास्तु - शास्त्रम्‌ 
शिल्प-शास्त्रं चित्र-शास्त्रज्च 


१, प्रतिमा - विज्ञान 
२, प्रतिमा - लक्षणं 
३, चित्र- लक्षणञ्च 
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MERIAH, 


विदितमेव तत्र भवतां यदहं फिञ्चित्कालाद्‌ मारतीय-विज्ञानस्थ नवीनामेयेकाम दभतामे- 
वातिजरिलां कठिनाञ्चापि शाखां वास्तु-शास्त्रमित्यमिधामधिकृत्यानुसन्घानकर्मणि en 
तत्रापि प्रथितकीरतस्तत्रभवतः धाराधिपस्य भोजराजस्य समराद्धण-सूत्रध;रमधिकृत्य यः 
पी-एच० डी०-उपाधि-विषयकः प्रबन्धः प्रसतुतस्तस्य च यः परमोत्तमः परीक्षकाणां स्तवः 
(१६५६ जनवरी) प्राप्त: वर्षदयमात्रे व्यतीते (१६५८ मई) डी० लिट-उपाधि-विपयकं प्रतिमा 
विज्ञानाभिधमनुत्तमं प्रबन्धं प्रस्तूय यः ताहश एव परिणाम; ततोऽपि वरिष्ठो वा भगवत्या:कृपात: 
समाधगतः ग्रथ च उत्तर-प्रदेश-राज्येन केन्द्रस्थ-यूनीवसिी-गरान्टस-कमीशनेति quar 
योगेनापि शं सम्मानितश्च (प्रकाशन-साहास्य-दानेन पारितोषिकेण 3j तेन सग 
तोऽहं भारतीय-वास्तु-शास्त्रेति सामान्यविषयमुपजीच्य चतुर्दशग्रन्थानामेकां प्रकाशन-योजनां 
कल्पितवानस्मि | तस्यां प्रतिमाविज्ञानाभिधस्य हिन्दी-अन्थस्याय॑ द्वितीयो भागः प्रतिमा- 
लक्षणम्‌, इंगलिश-अन्थस्यापिं स एब शिल्प-शास्र-चित्र-शासतर-विषयकोऽयं seu विदुषां 
समच्षमुपस्थाप्यते | j 
प्रतिमा-विज्ञान-विज्ञा जानन्त्येव विषयममुमधिकृत्य सर्वप्रथमः प्रयासः श्रीमतां टी० 
बक SCI ये; एतद्विषयक॑ गन्थच तष्टयं विरचय्य शास्त्रस्यास्य मदानुपकारः 
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. अक्षोभ्यः nis femp? 
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प्रतिमा-विज्ञाने 


१. प्रतिमा-निर्माणोपक्रमविधिः 

विविक्ते संवृते स्थाने स्थपतिः संयतेन्द्रिय: । 
पूर्ववत्‌ कालदेशज्ञ: शास्त्रज्ञः शुक्लभूषणः di 
प्रयतो नियताहारो देवताध्यानतत्परः । 
यजमानानुकूलेन विद्वान्‌ कर्म समाचरेत्‌ ॥ 
प्रारभेद्‌ विधिना प्राज्ञो ब्रह्मचारी जितेन्दिय: । 
हविष्यनियताहारो जपहोमपरायणः ॥ 
शयानो धरणीपृष्ठे (कुशास्तरणे तदन्तर ?) । 
सूत्रधारस्ततः प्राज्ञः शुक्लाम्बरवरः शुचिः । 
हेविष्यनियताहारो जपहोमपरायणः ॥ 
सुसमीक्ष्य प्रदेशं तु कुछ मार gatas । 
इमं मे गङ्गे यमुनेऽभिपिच्यसलिलैः शुभ: ॥ 
कारयेन्मण्डपं पूवं माद्रंशाखाविनिर्गेतम्‌ | 
उत्तराभिमुखो विश्व कमंरेखाकरो घृतिः ॥ 
अग्न आयाहि मन्त्रेण रेखास्तत्र प्रयोजयेत्‌ । 
योगायोगेति मन्त्रेण कमंसुत्रं समारभेत्‌ ॥ 
अरिनर्ज्योतिहि मन्त्रेण ठङ्किकाग्रं च संस्पृशेत्‌ | 
प्रज्वलद्विन्यसेदस्त्रं टङ्काग्रे सर्वतोमुखम ॥ 
अमृतीशं हृदये न्यस्य अस्त्रेणोज्ञ्वलति तदा | 
आदेव इति मन्त्रेण पुनः पठति टङ्किकाम्‌ ॥ 
शिल्पिनो भोजयेत्तत्र वस्त्रालङ्कारसंयुतान्‌ | 
aama भोजयेत्तत्र शुद्धसैन्यं तपस्विनाम्‌ ॥ 
भूरि दानं ततः कुर्याद्‌ भूत्वा चाऽक्ृपणस्तथा | 
समाचरेत्‌ कम तत्र कृत्वा प ्चमहोत्सवान्‌ ॥ 
यस्य देवस्य या मूतिश्चिन्तयेत्तां हृदम्बुजे | 
उमान्माहं देहिनां जन्त्रवाहक ॥ | 
व्यहारेत्रिषु लोकेषु यस्य कस्यचिदामयम्‌। | 


हंसः सदाशिवो देवो हँसश्चैवेशवरो हृरिः 
ब्रह्मा हंसो यमः सूर्योऽग्निहँसः dean । 
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आपो वायुश्च खं हंसो धर्मेन्द्री धनदः क्षितिः ) 
aa ते हंसमित्येव गतोहं मिगतानि च ? ।} 
एवं स॒ गता हंसः सर्वात्मा परंपरा ? । 
हंसे लीना परा शक्तिरित्यर्थं व्याहरन्ति च |) 
वर्णा एकोनपच्चाशन्निधनं यान्ति तत्र वे । 
निधनान्ते तु विज्ञेया वर्णास्ते तु महेश्वरः (xr) 
निधन तु गताशवितर्यदा मूध्नि प्रलीयते । 
शून्यस्थानमिदं प्रोवतं सेव्यते योगिभिः सदा |} ` 
मूर्ध्ना हृदयमायात्यमनस्क परमं पदम्‌ । 
स्थित्वासने सूत्रधारो जपेन्मन्त्रं सबीजकम्‌ । 
या मृतिर्यस्य देवस्य शक्तिं तस्यैव तां न्यसेत्‌ ॥ 


२. प्रतिमा-प्रकराणि-बिम्बभेदाः 


(1) मय० ३३. १ 


(i) Rego २. ६-१३ 


निष्कलं सकलं मिश्रं लिङ्गं चेति त्रिधा मतम्‌॥ 
तिष्कलं लिङ्गमित्युक्तं सकलं वेरमुच्यते } 
मुखलिद्ध॑ तयोमिश्रं लिद्भार्चाक्ृतिसन्निभैः ॥ 
विम्बमूतिः शरीराभा विश्वमूरतिस्वरूपकंः । 
छन्नदेहप्रतिच्छन्दप्रतिमा कस्तु नामभिः ॥ 
दुश्यो देवसभाख्यातो निष्कलं वक्ष्यते$्युना | 
अथ बिम्बं लु त्रिविधं facha सकलं तथा | 
मिश्रं चेति च तद्‌ विम्बमचलं च चलं तथा ॥ 
चलाचलमिति त्रेधा तत्प्रपञ्चः प्रददयते । 
निष्कलं केवलं लिङ्गमन्यत्त्ववयवान्वितम्‌ | 
तदेव चित्रमर्धाङ्गदर्शनं त्वर्धेचित्रकम्‌ | 
चित्राभासं तथा लेख्यमुत्तमादित्रमेण तु ॥ 
सकलं त्रिविधं ज्ञेयं मिश्रलक्षणलक्षितम्‌ | 
fore मुखलिङ्गं स्यादचलादिकमुच्यरते ॥ 
निधिकुम्भप्रतिष्ठादि स्वमुक्तानुसारतः । 
कृत्वा प्रतिष्ठितं बिम्बमचलं परिकीतितम्‌ ॥ 
पीठकोपरि संस्थाप्य पूजितं चलमेव हि) 
सौधं च पार्थिवं शैलं सङ्करं aad शुभम्‌ ॥ 
रत्नजं दारुजं लौहं त्रयं चैतच्चलं शुभम्‌ । 
बातुवर्णादिभिलंख्यं पटादौ तच्चलाचलम्‌ ॥ 


Digitized by Arya Samaj Foundation Chennai and eGangotri 
( D) 


(i) शिल्प० १. 4 शिलामयं मणिमयं लोहं दारुमयं तथा । 
मृन्मयं मिश्रक लेख्यं बिम्बं सप्तविधं स्मृतम्‌ ॥ 

/ शिलामयम बिम्बार्थ Gat ग्राह्या पीठार्थ स्त्रीशिला तथा । 
नपुंसकशिला पादशिलाथंमखिले सता ॥ 


स्फटिकं पद्मरागं च aa नीलं हिरण्मयम्‌ । 
चैंड्य॑ विद्रुमं पुष्यं wafa FAZAT ॥ 
स्फटिकं सूर्यकान्तं च चन्द्रकान्तमिति त्रिधा । 
सुफटिकस्यैव भेदाः स्युः काममोक्षार्थदाः क्रमात्‌ ॥ 
फलम्‌-श्रियं कामं तथारोग्यमृद्धिं qd जयं सुखम्‌ । 
लभते पद्मरागादिबिम्बानां क्रमशोऽचेनात्‌ ॥ 
ग्रहरत्नाति-माणिक्यं च दिवाकरस्य शशिनो मुक्ताफलं विद्रुमं 
भौमस्येन्दुसुतस्य वे मरकतं तत्‌ पुष्यरागं गुरोः ॥ 
वज्रं दैत्यगुरोदिवाकरभूवो नीलं च गोमेद 
राहोर्यद्‌ ग्रहरत्तक श्रृणु सखे! केतोदच dede ॥ 
रत्न-नव-दोपाः-रत्नानामिह स्वेषां दोषाः सामान्यतो नव । 
रेखाविन्दुः Weng o काकाडिध्रक्षतवूलयः ॥ 
तुषारत्रासरन्ध्राण यत्नाद्‌ रत्नेषु वर्जयेत्‌ । 
रेखा विन्द्रः कलङ्कं च त्रासः, काकपदं क्षतम्‌ ॥ 
खद्योतो मक्षिका छायाभेदा: सन्धितुषारके । 
निम्नमस्तकता चेति दोषा रत्तभवास्तथा | 
स्त्रीपुंनपुसकभिदा न स्याद्‌ रत्नेषु सर्वतः | 
३ लोहमयम्‌ सौवर्ण राजतं ताम्रं पैत्तलं कांस्यमायसम्‌ | 
१. ३३-४२ संसकं त्रापूपुषं चेति लौहं बिम्बं तथाष्टधा ॥ 
भुक्तिमुक्तिप्रदं हैमं लिङ्गं रौप्यं तु पुष्टिदम्‌ | 
ताम्रजं पुत्रदं विद्यात्‌ तथेव स्यात्‌ तु पैत्तलम्‌ ॥ | 
आयुरारोग्यदं कांस्यमायसं मारणं स्मृतम्‌ 
ससकं agi चापि विद्वेषोच्चाटनादि 
मुख्यलोहाति चत्वारि हेमादीनि 
पिशाचलोहात्यन्यानि कां 


४ दारूसग्म्‌ चन्दनं देवदारुश्च _ 
१. ४२-४४ खदिरासनः 
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y मृत्मयम्‌ तीर्थक्षेत्राचलारामपुण्यदेशोद्‌ भवा मुदम्‌ । 
१, ४४-५० शुक्लां रक्तां तथा पीतां कृष्णामादाय चूर्णयेत्‌ ॥ 


(अ) आममातिकमपक्वमित्यर्थ: यवगोधूममाषाणां चूर्णाणां गुग्गुलोरषि । 
लाक्षाश्रीवेष्टकइ्यामासर्जानां च समांशके: | 
gafra चांशेन मुच्चूर्ण सर्वसम्मतम्‌ | 
कपिलापञ्चगव्येन सतँलेन तु मर्दयेत्‌ ॥ 
तां मृदं मदितां पक्षं मासमात्रोपितां पुनः 
गृहीत्वा कारयेल्लिङ्गं सपीठं लक्षणान्वितम्‌ ॥ 
मासं तु शोषयेद्‌ धर्मे बिम्बमामं तु मार्तिकम्‌ | 

(a) पक्वलिद्भम्‌ अथवा केवलां मृत्स्नां कमं योग्यां विचूणिताम्‌ ॥ 
मदितां पञ्चगव्याईड्भिर्मासमात्रं तथोषिताम्‌ | 
गृहीत्वा कारयोल्लङ्गं सपीठं त्विष्टमानतः i 
विपचेत्‌ कुशलँरग्नौ पत्रवलिङ्गें तु तद्‌ भवेत्‌ । 


फलम्‌ -- “मृन्मयं वाक्षिकं fara सर्वेसिद्धप्रदे सदा” 


& मिश्रमयम्‌ कृत्वा दारूमयं शूलं लोहपट्टविभूषितम्‌ । 

9८0१९ मदा विधिवदालिप्य शोषयेन्मिश्रलिद्धकम्‌ ॥ 
७ श्रालेख्य-मयम १. ५२ भित्त्यादावालिखेद्‌ वर्णेलेख्यबिम्बं यथोदितम्‌ 
सैकतगौमयादिलिङ्गानि सैकतं Mag पैष्टमान्नं MA फलात्मकम्‌ | 


नावनीतं च लिङ्गानि त्यज्यतां प्रतिवासरम्‌ ॥ 

नैतेषां पीठिका कार्य्या कुर्याल्लिङ्गं तदासने | 

agi त्रिखण्डमानं वा न शिरोवर्तन।दिकम्‌ d 

नैषां कालमुहृर्ताद्यं नाधिवासादिकाः क्रियाः | 

निर्माय सब्मस्तल्लिङ्गे शिवमावाह्य पूजयेत्‌ ॥ 

विसृज्य निरपेक्ष तल्लिङ्गमप्सु विनिक्षिपेत्‌ | 

(ii) Wo qo xe १३१, २-३ अर्चा सप्तविधा प्रोक्ता भक्तानां शुभवृद्धये | 
काञ्चनी राजती ताम्री पार्थिवी शैलजा स्मृताः ॥ 

वाक्षी चालेख्यका चेति मूतिस्थानानि सप्त वे | 

(iti) Jo Alo ago ४.७२ प्रतिमा सँकती पैष्टी लेख्या लेप्या च मृन्मयी | 
वाक्षीं पाषाणधातूत्था स्थिरा ज्ञेया यथोत्तरा ॥ 

(iv) We qo सुवर्णे रूप्यतास्राइमदारूलेप्यानि शक्तितः । 
७६. १-३ चित्रं चेति विनिदिष्टं द्रव्यमर्चासु सप्तधा |! 
सुवर्ण giesa विद्याद्‌ रजतं कीतिवर्धेतम्‌ | 

प्रजाविवृद्धि (जं?दं) ताम्र शैलेयं भूजयावहम्‌ | 

आयुष्यं दारवं द्रव्यं लेप्यचित्रे धनावहे ॥ 
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(v) अऽ पु० सू० १९७ पुरा चाराधितं लिङ्गं धर्मभक्तिरतस्तथा । 
fag भद्र स्वरूपे च सम्प्राप्त: परमां गतिम्‌ ॥। 
शक्रेणाराधितो देवो लिङ्गं वप्त्रमयं स्मृतम्‌ । 
मुरराजपदं प्राप्तं रम्भाशक्तियुतात्मभिः ? ॥ 
घनदाराधितो देवो लिङ्गं स्वर्णमयं तथा d 
सम्प्राप्तो धनदत्वं च स्वयोनौ नाऽत्र संशयः odi 
विञ्वेदेवाराधितो 4 लिङ्ग रूप्यमयं स्मृतम्‌ | 
प्राप्तः स fazaa स्वयोनौ नात्रसंशयः di 
मारूताराधितो देवो लिङ्ग वै पित्तलात्मकम | 
qaqa स्म प्राप्तोति स्वयोनो ATA सशयः di 
आराघितोऽष्टतसुभिलिङ्गं कांस्यमयं स्मृतम्‌ | 
बसुत्वाद्यपद प्राप्तं स्वयोनौ नात्र संशयः di 
मरीच्यादिगणं देवैः स्वल्प ? fay पुराचितम्‌ d 
aaa विना त्वैकेरच ? प्राप्ता देवपदं तथा dg 
तथा व्यन्तरजैर्देवो लिङ्गं वे पित्तलात्मकम्‌ | 
आराधितं ततस्ते वै मुक्तिं प्राप्ता स्वयोनितः; ॥ 
ञीशको-द्रवलिङ्गं तु पैशाचेरचितं पुरा । 
मुवितं प्राप्तास्तेन ते च स्वयोनेर्ताऽत्र संशयः di 
वासुक्याद्यैहच नागंदच लिङ्गं तद्वयमनोचितिम, | 
ततः पाताल [ज्यं तु सम्प्राप्ताः कुलपन्नगाः di 
दीप्तं बह्वचचितं few ज्योतिर्म ण्डल मघब्यगम्‌ | 
हुताशनः पदं प्राप्तः सवंदेवमुखं तथा ॥ 
| ूर्यकान्तमयं लिङ्ग मादित्येत पुराचितम्‌ | 
| सूर्यत्वं च पदं प्राप्तं स्वयोनौ नात्र संशयः ॥ 
| नन्द्रकान्तमयं लिङ्गं सोमेन च पुराचितम्‌ । 
| प्राप्तं नक्षत्राधिपत्यं स्वयोनौ नात्र संशयः ॥ 
प्रबालकमयं लिङ्गं पुरा मङ्गलपूजितम्‌ | 
बुधेनाराधितं लिङ्गमिन्द्रनीलमर्यं .पुरा ॥ 
पुष्परागयं लिङ्क वाचस्पतिसुपूजितम्‌ | 
शुक्रेण d शङ्क मयं शशिना कृष्णनीलजम्‌ ॥ 
केतुना sind गोमेधीयं च राहुणा । 
arid: पूजितं लिङ्गं शुद्धस्फटिकजं तथा ॥ 
महालिङ्गं हैमवतं ब्रह्मणा स्वयर्माचतम्‌ | 
हेमकूटे fetei तज्जनार्दनपूजितम्‌ |! 
देवीभिद्च समस्ताभिरष्टलोहमयं तथा | 
भैरव: aada तरिजद्यात्मकमचितम्‌ du 
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योगिनीभिदिव्यलि ङ्क ब्रह्म रन्ध्रे च ध्यानजम्‌ | 
शैलजं पाथिवं लिङ्गं धातुजं रत्नजं तथा ॥ 
धर्मार्थकाममोक्षं च प्राप्नोति मनसि स्थितम्‌ । 
लिङ्गं देवो रत्नजं च मुक्तिक्रामेनंरेश्वरे: ॥ 
age शान्तिदं पूज्यं राजभिर्मक्तिकीतिदम्‌ । 
शेलजं च प्रवक्ष्यामि ह्यप्टवर्णमुदाहतम्‌ ॥ 
इवेतं च पद्मवर्णं च कुमुदाभं च मुद्गभम | 
पाण्डुरं माक्षिकनिभं कपोताभं च भृद्भभम्‌ ।। 
सवेतैविप्रा भवर्धन्ते राजानः पद्मवर्णकँः । 
वैश्याः कुमुदवर्णश्च ATMA: शूद्रजातयः ॥ 
TTA चेव सामान्याननुलक्षयेत्‌ | 
आरोग्यं पाण्डुवर्णे स्यात्‌ माक्षिके विजय: eu: 
कपोते चार्थवृद्धिरच भृङ्गामे सुप्रजाः स्त्रियः । 
yaa पार्थिवं स्थादृद्विधा तच्चैव भेदतः ॥ 
पक्वापक्वरेणूकामिः सुखलिङ्गं प्रकीर्तितम्‌ । 
सौभाग्यदं कुड्धू माढ्यकंपू रेः कामदं तथा ॥ 
कस्तूरिकाभवं लिङ्गं भृक्तिकामादिभोगदम्‌ । 
मालुलिङ्गभवं पूज्यं भृक्तिकामेश्च राज्यदम्‌ d 
मध्यगं करवीराणां पूजितं श्रीपदं भवेत्‌ । 
सन्तानवृद्धिदं पूज्यं लिङ्गं सर्वफलो-द्भवम्‌ ॥ 
यद्यत्फलोद्भवं लिङ्गं तै फलैर्नोपजीवयेत्‌ | 
चित्रेऽथवागमे वापि नियमार्थ सुपूजितम्‌ ॥ 
तथाक्षतमयं पूज्यं मन्त्रलिङ्गं च पूजयेत्‌ । 
उक्त्वा षडक्षरं मन्त्रं पुण्यं लिङ्गस्य दर्शनम्‌ | 
पञ्चवारं समुच्चार्य लिङ्गववत्रादिदर्शनम्‌ ॥ 
४. प्रतिमा-मान-लक्षणम्‌ 
मानगणनम्‌ 


)मरीचि प्रोक्त अथ विमानादिमानविभापार्थमङ्ग. लीनां विधि वक्ष्ये | mang a मात्राद्भ लं 


do [o 


पट० २२ 


देहलब्धा दुल मितित्रिविधं भवति 1 दिवादित्यरश्मौ जालकान्त: प्रविष्टे तद्‌- 
गावरा अत्यन्त क्षुणणा लवा: परमाणवः प्रोक्ताः । परमाणभिरष्टाभी-रथ 
रेगु:। रथरेणुनाष्ट्गुणितं रोमाग्रम्‌ । रोमाग्रादष्टगुणितं लिख्या (लिक्षा) | 
लिख्यादष्टगुणितं यूकम्‌ यूकादष्टगुणितं यवम । यवादष्टगुणिर्त 
HUIUS AJT । तदष्टांशोनं मध्यमम्‌ । तत्तुरीयांशोनमधमम्‌ | 
पुरुषस्य दक्षिगहस्तमव्यमा ङ्ग, लेमंध्यमपर्वंणि विस्तारं (आयतं वा) मात्रा- 


WIS । बरात्सव तत्तालवशेत विभञ्यैकांशं देहलब्धाऱद्ग लं तदष्टांशं 
यवमिति | 
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त्रयाशामङ्ग,्लानां संज्ञा । मात्रं च मूर्तीन्दिविग्वम्भरामोक्षोक्तमित्यका- 
WESCE । कलागोलकाबिवनीयुग्मब्राह्मणविहगाक्षिपक्षाइ्वेति zu - 
लस्य । अग्निरुद्राक्ष गुणाणंकालशूलरामवर्गमध्या इति arg AA । वेद- 
प्रतिष्ठाजातिकराब्जजाननयुगतुर्यतुरीयाणीति चतुरङ्ग wer । विषये- 
न्द्रिय भूतेषु सुप्रतिष्ठापूथिव्यर्चेति पञ्चाद्भ,लस्य । कर्माङ्गरससमय- 
गायत्रीकृत्तिकाकुमाराननकोशिकर्तव: पडद्भ Wer । पातालमुनिधातवो 
लोकोष्णग्रोहिणीद्वीपाङ्गाम्भोनिधयश्चेति सप्ताङ्ग लस्य । लोकपाल- 
नागोरगवस्वबनुष्टुबू गणाइ्चेत्यष्टा द्भ लस्य । बृहतीग्रहरन्ध्रनन्दसूत्राणि 
नवा ङ्ग,लस्य | दिकध्रादुर्भावनाडीपङः aaa इति दशाद्भ_लस्य । far. 
्रद्राऽचेत्येकादशाद्ग ,लस्य | faafaa तालं यमं चार्कोराशिर्जगती 
चेति gag लस्य । अतिजगती त्रयोदशाङ्ग लस्य | शक्वरी मनुश्चत्‌- 
देशाङ्ग_लस्य | अतिझक्त्ररी तिथिशचेति पञ्चदशाऱद्ग लस्य। क्रियाष्टीन्दु 
कलाइ्चेति Tsay लस्य | अत्यण्टिस्मप्तदशा द्ग लस्य स्मृतिः तिञ्चेत्य 
ceang Aa | अतिधृतिरेकोनविशस्य | कृतिविशद द्भ लस्य प्रकृतिरेक- 
विशदङ्ग_लस्य । आकृति्वाविशतेः । विक्रतिस्त्रयोविशतेः । सत्क्ृतिश्च- 
तुविशतेः । अतिक्रतिः पञ्चविशतेः । उत्क्रतिष्पड्‌विशतेः । नक्षत्रं सप्त- 
विशते इति । 
एवं मानानि wafa । मान gaga परिमाणमुपमार्तं लम्तमानमिति 
घण्मानानि | 
आयाममायतं दोर्घम्मानमित्येकार्थवाचकाः। विस्तारं विस्तृतं तारं विमृतिविसुतं 
व्यासं विधारितं faga ततं विप्कम्भं विशालमिति प्रमाणस्य | बहलं तीव्रं घनमिति च । 
च्छाय तुञ्गमुन्नतमुदयमुत्से थ मुच्चमित्युन्सानस्य | निष्क्रमं निष्कृतिनिगंमं निर्गंतिरुद्गम- 
मिति च । मार्ग प्रवेशनं नत परिणाहं नाहं वृतिरावृतमिति परिणामस्य । निवृत विवर- 
न्तरमित्युषमानस्य । सूत्रालम्वनान्वितं (सूत्रं लम्बनमुत्मितं) यत्तत्तल्लम्बमानमिति । 
. एतेष्पण्मानैमायु तं वर्‌ं कारयेत्‌ । 

(i) We qe ७५. १ THU मानगगनम्‌ परमाण्वादि तद्‌ भवेत्‌ ॥ 
परमाणू रजो रोम लिक्षा यूका यवोऽङ्क,लम्‌ | 
क्रमशोऽऽ्टगुणा वृद्धिरे(व? वं) माता ङ्क a भवेत्‌ ॥ 
दृयद्ध.लो गोलको ज्ञेय: कलां वा तां प्रचक्षते । 
ट्रे कले गोलेकौ वा द्वौ भागो मानेन तेन तू li 


जालान्तरगतो रेणुदंशने च पृथक T 
उद्दिष्टं परमाण्वादि - प्रमाणं च a 
परुमाण्वष्टकं रेणू: केशाग्र च 
अष्टाष्टगुणनादेवं केशाग्रं 
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aca यूकाभिर्यवदर्चेवं प्रसिध्यति । l 
qurg d चाण्टयवः प्रतीतं तत्‌ प्रागुवधः ॥ | 
रूपमानमिति प्रोक्तं परमाण्वादिपरिकल्पितम्‌ | 
aaa प्रोवतमथो तनुभानविनिर्णयम्‌ ।। 
ag लोदूभवमानं तू स्यान्मात्राद्भू_लसंज्ञकम्‌ । 
कलाद्विमात्रा कथिता सँव गोलकडच्यते di 
द्विमात्रं गोलकं विद्याद्‌ भागं चेव द्विगोलतः | | 
भागं त्रिगुणितं तालस्तन्मानात्‌ प्रतिमा त्रित्रा ॥ | 
मानं तालात्मक यत्तन्‌ मूत्याजवसमुच्छुयः | | 
पृष्ठाद्मज्भ लत: कार्य तालसूत्रे प्रसिध्यति ।। | 
v. प्रतिमा-निर्माणे मानाधाराणां पञ्चपुरुष-स्त्री-लक्षणम्‌ | 
Ho Ho ८१, t3 पञ्चानां हंसमुख्यानां देहबन्धाधिक नृणाम्‌ | | 
दण्डिनी प्रमुखानां च स्त्रीणां तद्‌ ब्रूमहे प्रथक्‌ | 
हंसः शशोऽथ BAHT भद्रो मालव्य एव च । 
( पञ्चते ) पुरुषास्तेपु मानं हंसस्य कथ्यते ॥ 
अष्टाशीत्ङ्ग.लो हंसस्यायामः परिकीतितः | 
विज्ञेया बृद्धिरन्येषां चतुर्णा say aaa ॥ 
Jo qo ६९.१,२,७. ताराग्रहैबेलयुते: स्वक्षेत्रस्वोच्चगेश्‍चतृष्टयगे: | 
qaga: प्रशस्ताः जायन्ते तानहं वक्ष्ये । 
जीवेन भवति हंसः सौरेण शश: कुजेन रुचकश्च | 
भद्रो बुधेन बलिना मालव्यो दैत्यपूज्येन II 
षण्णवतितरङ्ग_लानां व्यायामो दीघंता च हंसस्य । 
शशह्चकभद्रमालब्यसंज्ञितास्त्र्यंगुलविवृद्धथा ॥ 
६. तालमानं ताल-नियमश्च 
(1)मरीचि-प्रोक्त श्रथ देनानाँ तालविधानम्‌ | देवस्योत्तमं दशतालम्‌ | qua ब्रह्म- 
बैश आ० शङ्कुरयोः । शरीभूम्योरुमासरस्वत्योश्च मध्यमं दशतालम्‌ । इन्द्रादि 
पट० २२ लोकपालानामादित्य चःद्रयो द्वादशा दित्यानामेकादशरुद्राणामष्टवसूनाम - 
विशवन्यो भृ गुमाकणडेयथोवीं शशेषकयो दुर्गागुहसप्तर्षीणामप्यधमं दशता- 
लम्‌ । यक्षेशनवग्रहा्यन्यदेवानां नवार्धतालमानेत । दैत्ययक्षो- 
E] रगेशसिद्धगन्धवंचारणानासुत्तमनवतालेन । देवकल्पमतुजानां aag 
नवतालम्‌ | निक्षाचरेन्द्राणामसुराणां च नवतालम्‌ । मर्त्यानामष्ट- 
तालेन । वेतालानां सप्ततालेन । प्रेतानां षटतालेन । gera 
पञ्च्चतालेत । वामनानो चतुस्तालेन । भूताना किन्नराणां च 
त्रितालेन कूष्माण्डाना द्वितालेन | कबन्धानामेंकतालेन । तेषा प्रत्येकमु- 
त्तममघ्यमाधसभेदानि भवन्ति | चतृविशच्छता ङ्ग लमुत्तमं दशतालम्‌ । 
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सर्व्रिशतिशताडुल मध्यमं दशतालम्‌ । पोडणाविक्रणताङ्ग लमधर्म 
दशतालम्‌ | E 


ag प्ठप्रदेशिनीभ्याँ मितं प्रदिशम्‌, ag प्ठमध्यमाम्यां मितं 
तालम ङ्ग_प्ठानामिकाभ्यो मितं वितस्तिरङ्ग_ष्ठकनिम्ठिकाम्यौ मितं 


गोकर्णम्‌ | मानाङ्ग लेत salary a किष्कुः पञ्चविशत्यङ्ग,लं 
प्राजापत्यं, पड्विशत्य ङ्ग _ल धनुर्ग्रह, सप्तविशत्य द्भ,लं धनुर्मूष्टिस्तच्चतु- 
गुणो दण्डस्तेन दण डन ग्रामादीना विन्यासं कारयेत्‌ | 


(i) शिस्प० ४.३७-५१ उत्तम दशतालाख्यं चतुविशच्छता ङ्ग लम्‌ । 


मध्यमं दशतालं स्याद्‌ विशाधिकदाताद्भ,लम्‌ di 
अधमं दशतालं तु कलाविकशताङ्ग_लम्‌ | 
तालं प्रत्ययमेवं तु क्रमाद्‌ वेदांशहानितः ॥ 
उत्तमं नवतालादि बिम्बमानमुदाहतम्‌ | 
उत्तमं दशतालेन ्रह्मविष्णुमहेशवराः |I 
मध्यमं दशतालेत तर्थवोमा म रस्वती । 
उषा भूमिश्च दुर्गा च लक्ष्मीर्ज्येष्ठा च मातरः ॥ 
मध्यमं दशतालेन वा त्रिमूर्तीन_ प्रकल्पयेत्‌ | 
कन्यसं दशतालेन चच्द्रादित्यावथास्विनौ ॥ 
आर्यं शतमखं चैव चण्डेशं क्षेत्रपालकम्‌ | 
महर्षीणां गणांइचैव तेषां देवीच कारयेत्‌ ॥ 
उत्तमं नवतालेन विद्येशान्‌ लोकपालकार्त्‌ । 
agaa दिकूपतींश्चेव अस्त्रमूर्तीशच गुह्यकान्‌ ॥ 
देवानन्यांश्च देवीस्ताः कारयेल्लक्षणान्वितम्‌ | 
मध्यमं नवतालेनाप्यष्टमूतिमरुद्गणान्‌ ॥ 
यक्षासुरगणांदचेव करोतु शुभलक्षणम्‌ । 
कन्यसं नवतालेन विद्यावरगणांस्तथा Uu 
असुरान्‌ सिद्धगन्धर्वात्‌ पितरश्च तर्थव च। 
अष्टतालेन मर्त्यास्तु पिशाचा: सप्ततालतः ।। | 
पष्ठतालेत कुब्जाइच तत्तच्छ प्ठान्तराधमाः d 
तत्तदुत्तममध्यादिभेदेनैव भवन्त्यत 
पञ्चतालोत्तमेनैव विघ्नेशं 

वामनं च करोत्वस्य भूतान्‌ मध्येन 

बालांस्तु वेदतालेन कुर्याद्‌ 

त्रितालेन तु कत्तंव्या 


afar; 
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(ili) se पु०२२५.१४-२५ ज्ञेयं तालं कीतिवकत्रं तथा जलचराः मता: | | 
विहड्भाइच द्विताला: स्युः कु >ज राश्च त्रितालक | 
चतुस्तालाश्च तुरगाः किन्नरा: पञ्चतालकाः | 
गणनाथइ्च षट्तालो यक्षाइचैवं प्रकीतिताः ॥ | 
सप्तताला मानवाइच अष्टांशा दिव्ययोषित: । 
qatar सर्वदेवाइच सम्प्रोक्ता वै WU च ॥ | 
दशतालो भवेद्रामो विष्णुर्वैरोचनस्तथा | | 
सिद्धास्तथा जिनवरास्तथा कार्या दशांशतः ॥ | 
एकादशांशा Bare भूतानि च तर्थंव च। | 
द्वादशांसा मधुमुरौ वैताला रूपतो मता; N | 
त्रयोदश राक्षसानां दानवानां चतुर्दश । 
तालाः पञ्चदश प्रोक्ता इवामुण्डा भृगुरूपकः d 
नटामुकुटचन्द्रालङङ्ताः पोडशतालतः | 
कार्याः षोडशतालान्ताः शास्त्रतो नाधिकास्ततः ॥ 

७. मानभेदपूर्वकं प्रतिमा-विधानम्‌ 
(i) मरीच-प्रो० अ-अथातः प्रतिमालक्षणं वक्ष्ये । बेरस्य लम्बमानं पूर्वमेव परीक्ष्य कारयेत्‌ | 
qo आ० अष्टषष्ट्यङ्ग,लायतां चतुविशात्यङ्ग.लविस्ताराँ grep ,लघनां लघ्वीं 
प० २२ इलक्ष्णां फलकां गृहीत्वा परितस्त्र्यद्ग लं नीत्वा मानसूत्रं विन्यस्य 
प्राकपश्चिमभागस्थानि सूत्रणि प्रसारयेत्‌ । मध्ये सूत्रं विन्यस्य | 
मध्यसूत्रादेकाङ्ग _लं पुटपर्यन्तसूत्रं तदेव दृगन्तरी स्यात्‌ । तस्मात्‌ | 
sass ल॑ नेत्रपर्यन्तं तस्माद्‌ cua a मुखपर्येन्तं तस्माद्‌ द्यः | 
Sat कणंपर्यन्तं तस्मात्‌ Ung लं कक्षपर्यन्तं तस्माहृशाज्ञ लं बाहु | 
पर्येन्तमेवं त्रयोदश सूत्राणि विन्यस्य परभुजस्य मणिबन्धावसातं 
मानसूत्रद्वयमेव तत्तारं नीत्वाभ्यन्तरं भवेत्‌ | पुरतो मध्यसूत्र- 
योगं मध्यसूत्रं, तस्माद्‌ aay a पुटसूत्रं, तस्माद्‌द्वियवाधिक द्वयः 
FM नेत्रसूत्र तदेव वकत्रबाह्मं, तस्मात्‌ AG ARTY जावधिक 
तदेव कक्षपर्यन्तं, तद्वदेव WIC a बाहुपर्यन्तं तदेव मध्येमध्य 
कक्षाम्यन्तरगतमङ्गपाइ्वंमध्यं स्यात्‌ । तस्माद्‌ ang FA 
पयन्तं तस्मातूत्र्ङ्ग,.लं शिरःपृष्ठावसानकं तदेव परभजावधि 
भवतीति । एवं दक्षिणोत्तरगतानि सूत्राणि पट्‌ च विन्यस्य 
तत्तत्सूत्रसङ्गे सुषिरं कृत्वा तन्तुना यवाम्तरमात्राणि सूत्राणि 
सुषिरे संयोज्याग्रे प्रोतकुण्डलं लोहमयं मृन्मयं वा संबध्य सत्राणि 
प्रलम्बयेत्‌ | 
स्थानकस्य मध्यसूत्रं मोलिरिखामणमंध्ये मूर्ध्तो WAG 
नासाग्रस्यं च मध्ये कण्ठस्य हृदयस्य कुक्षर्नाभेर्योनेः पादयोश्च मध्य 
प्रलम्बयत्‌ | तत्सूत्र संस्पर्श नासाग्रं कक्षिमध्यं च | सूत्रान्मोल्यग्रान्त 
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WU, हनुमध्यं यवाधिकचतुरङ्ग लं, हिक्कान्तं चतुरङ्ग लं, 
Sra gag a, नाभिष्पड्यवमेकाद्भ,लं, योतिमूलं aa- 
FAA, ऊरूमध्यं त्र्यङ्ग लं, जान्वन्तरं पडद्ध लं, ज ङ्कान्तरमष्टा- 
FM, नलकान्तरं पोडशाङ्ग,लम्‌, (अष्टाङ्गं वा? ) सूत्रात्पूर्व 
AIST AAG ष्ठाग्र सूत्रात्परतो दवयर्धाद्भ Wd मध्यसूत्रवशान्मा- 
नयेत्‌ | बाहु पर्यन्तमेव पाइवेसूत्रं स्यात्‌ | चूडामणौ मूध्नि HT CAAT 
बाहुकूपेरयो: पावे जानुजङ्कागुल्फानां मध्ये प्रलम्बयेत्‌ | मौलौ 
मूर्धनि कृकाटिकाककुद्वंशस्फि कपा्णीनां मध्ये पृष्ठमध्यसूत्रं प्रल- 
म्बयेत्‌ । शिरःपारर्वे वक्त्राबाह्ये गण्डपारर्वे चूचुकाग्रमध्ये श्रोणि - 
पावें चोरु जङ्कयोर्मेध्ये वक्त्रवाह्यसुत्रं प्रलम्बयेत्‌ | एतानि षट्‌ च 
पीठावलम्बान्यन्यानि तत्तदङ्गसंस्पर्शान्येव लम्बयेत्‌ | आसनस्यो- 
श्वेकायस्य पूर्ववन्मध्यसूत्रादीनि षट्‌ सूत्राणि आसनस्योपरि लम्ब- 
येत्‌ । मध्यसूत्रं जान्‌परिण्टात्केयांन्तं तन्मध्यगं (बाहोरूपरिष्टा- 
त्केशान्तं तन्मध्यगं जान्वोः पाररवाभ्यां बाहुभ्यां च मध्यगं सूत्रं ? ) 
प्रलम्बयेत्‌ । सूवाद्वामजान्वन्तरमूर्ध्वंकायसमं afer saat 
तदेव qug d त्र्यङ्ग लं यवोनं वान्यतसर्वंपूर्ववत्कारयेत्‌ । 
अथात उपमानं वक्ष्ये। परभूजस्य मणिबन्धान्तरमष्टा- 
ङ्ग_लंमुष्णीपाच्छङ्कचक्रान्तरं मुखं, मध्योदरात्कू्परान्तरं पड- 
SA, अभयहस्तस्य मध्यमाङ्ग,लाग्राच्चूचुकान्तरं त्र योदशा- P 
Bat स्वागतस्य मध्यान्ताभ्यन्तरं दशाङ्ग,लं, वरदस्य मध्याच्छु- 
oat नवाङ्ग_लं, वामहस्तस्य मध्याङ्भ,लान्मेढान्तरं षडङ्ग लं, 
ऊरूमूलान्तरमेका ङ्ग ,लमूरुमध्यान्तरं द्वचर्धाङ्ग A, जान्वन्तरं चतु- 3 
vg, जङ्कायोर्मध्यं wag, नलकान्तरं Ty लम्‌, E 
अक्षयोरन्तरं TATA लं, पा्ण्यन्तरं चतुरद्ध A, तन्मध्यान्तरं पड- 
ङ्ग,लम्‌, अङ्ग,ष्ठान्तरमष्टा ङ्ग a, शयनस्य तियंग्गतब्रह्मसुत्रस्य m 
दक्षिणतो मुखं IG पादाद्धू_ष्ठ्योमंध्यं विशत्यङ्ग s, र्पाण्य- t | 
न्तरं भागं, जान्वोरन्तरं चतुर्दशाङ्ग लं स्यात्‌ । एवमुपमानं लक्षयेत्‌ । E | 


२३ To ब--अथ देवेशस्योत्तमदशतालवशान्मानं वक्ष्ये । त्रियवाधिकमेका- c 
लमुष्णीषं, केशान्तं व्यद्ध लं, दृक्‌सूत्रं ्रियवाधिकचतुरङ्भ,लं 
तत्समं पुटान्तं, तत्समं हन्वन्तं, गलमर्धाङ्ग,लं, हिक्का यवोनचतुर 
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qarg ला, अनामिकातद्यवाधिका, श्रङ्ग प्छ खवाघिकभागं, Ffa- 
rae a तद्यवाधिक स्यात्‌ । 
अथ प्रमाणं वक्ष्ये । उस्णीपात्पूर्वकेशान्त॑ नवाङ्ग,लं, 
द्विपादर्वयोस्तत्समं, पृष्ठकेशान्तं च ङ्ग.लं, (मुखस्य विस्तारं) 
चत॒र्दशाङ्ग.लं मुखं द्विचत्वारिशादङ्ग_लं नाहे शिरसः, पृष्ठतः 
कर्णयोरन्तरं त्रयोदशाज्भ A पूर्वतप्पड्‌ विशात्य a, शेषं कर्णयो- 
स्स्थानं, श्रुवोमंध्यमेकाङ्भ लं केशान्ताद्‌ भ्रवामध्य व्यङ्ग लं (aver. 
= ap तियंगुपक्षेपमक्षयामं ? ) मध्यमप्टार्धाङ्ग s, ग्रोवाग्र- 
विस्तारं qute लं, ग्रीवामूलविस्तारं बाह्वोपं यन्तं चतुश्चत्वारि 
; «wu वक्षोविशालं चतुविंशत्यद्ध ल॑, ह्‌ दयविस्तारं विशत्यड्भ ei 
स्तनयोरन्तरं चतुर्दशा द्ग a, (TMF A? ) मध्योदर पोड्शांगुल, 
gas श्रोणिविस्तारमष्टादशाङ्ग.लं, कटिविस्तारं विशत्यज्ध लम्‌ 
ऊरूमूलबिशालं त्रियवाधिक त्रयोदशाङ्ख,लम्‌ | ऊरूमध्यविस्तार- 
मेकादशाज्भ लं, जानुविस्तारं नबार्धाङ्ग,लं, जच्चामूलमष्टाज़ न 
जद्धामध्यविस्तारं सप्ता ङ्ग._लं, नलकाविस्तारं साधचतुरङ्ग,लम्‌ 
अक्षगुल्फान्तं TAG A, पादविस्तारं सार्षपञ्चाङ्ग ल साधवदा- 
s लोत्सेधं, पाष्ण विस्तारं साधंत्रिमात्र, (पादाङ्गं लिविस्तारम्‌) 
अङ्ग ष्ठायामं चतुरङ्ग,लं, तर्जनी तद्यवाधिका, तद्यवोनं मध्य- 
mea, त्रिमात्रार्वानामिका, कनिष्ठकाङ्गे,लायाम त्रिमात्रं, 
कनिष्ठाद्यङ्ग प्ठान्तं क्रमात्सप्ताप्टाप्टार्थनवषो Sa AAs CH OTT 
विस्तारं, ( शेषं विवरं ) बाहुमूलविस्तारं दशाङद्भ,लं, बाहुमध्य 
नवाज्भ ल॑ं, कूर्परं सार्धसप्ता ङ्ग लं, प्रकोष्ठमध्यथसप्ताज़ ,ल मणिः 
बन्धं aula, तलं सार्धेषण्मात्रं, रूद्राप्टनवसप्तषडय वविपु ला- 
ag प्ठादिकनिष्ठान्तम ङ्ग, ल्यग्राणि तद्वार्धही न सप्तवेदेषुतुर्था- 
famam ष्ठादिनखानां विशालं, द्रियवाधिकमायामं, द्विपर्वा- 
qg ष्ठमन्यानि त्रिपर्वाणि AS ष्ठ मूलपर्वार्धावि का ङ्ग 
AAG AAMT, तर्जनीमूलपर्वं चतुर्दशयवं, मध्यप्ं त्रयोदशवा 
wate द्वादशयवं, मध्यमाङ्ग,लिमूलपव अष्टादशयवं, HATA 
षोडशयवा, अग्नपर्व सार्धपञ्चदशयवा, अनामिकामूलपव Aaa 
दंशयवा, मध्यपर्व सार्धत्रयोदशयवा, अग्रपर्वं द्वादशयवा, कनिष्ठा- 
ङ्ग,लिमूलपर्वं , द्वादशयवा, मध्यपर्वैक्रादशयवा, अग्नपर्वं दरायवा, 
अङ्ग_लीनामाग्रे द्वियवाधिकं ava, पष्णिहस्तघनं वेदा ज्ञः लं, 
तन्मध्यघनं , द्रचर्धाङ्ग,लमग्रमङ्गलीवतक्षीणं, शुकोदरघन 27" 
aga, मणिबन्धात्तदायामं सयवं भागं, शुकोदरविशार्ल 
द्वियवोनं त्र्यङ्ग.लं, पाष्णिंहस्तवितारं द्वियवोनचतुरज्ञ 
तस्याग्ने तर्जन्यादिकनिष्ठान्तनामङ्ग.लीनां मूलतलं o Wie 
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मात्रेण, शेषं तलं निम्नम्‌, अङ्ग,प्टतजेनीमूलयोस्मांव्यङ्ग लम्‌, 
अङ्ग,लीनामधो मुलसन्धिरङ्ग,लम्‌ (एकाग्रो वा नीचार्धाङ्ग_लं ? ) 
कनिष्ठ कादेशमूळात्तर्जनीमूल पाठवंगा आयूरेखा, मध्यमा ङ्ग _ल्य- 
al gag a, तस्य पड़यवावस्ताद्विद्यारेखा । तलमूळात्करा 
ग्रात्तं ब्रह्मरेखा, दक्षिणे करतले चक्रशङ्कममा रेखा भवेत्‌ | 


उपक्षेपनिम्नं द्वियत्रम्‌, अन्तरावर्त sary लम्‌, उपक्षेपविशालमध्व- 
"rg a, त्रियवोन्नतं हस्तिमस्तकवद्विस्तीर्णमस्तकं सोन्नतमङ्ग,लम्‌ 
(?)। (aaa) भ्रूश्‍चतुर्यवा सार्धाङ्ग,लायामा सार्धेकयवविस्तारा- 
नताधंमात्रान्तर्या वक्रपुच्छका चापवत्‌ | भ्रूलता रिनिग्धरोमसंचिता 
दच ङ्ग,ल नेत्रतारं, भ्र_वस्थलादर्धाधिकाङ्ग ,लायामे अक्षिणी, अक्षि- 
मण्डलमूर्ध्वावोवरमंसंछन्नमूर्ध्ववमं द्वादगयवमधोवरमं चतुर्यवमेतयो- 
योगं नयनसूत्रम्‌ । ऊध्वंवर्म विस्तारं द्विवयम्‌, श्रक्षिमोचन (7) 
विस्तारमेका-ङ्ग,लम्‌, BATT द्वादशयवमधोवमं चतु्यवमूर्षेवमं णा 
संस्पृशेत्‌ । पड्यवं क्ृष्णमण्डलं, तस्योभयोः पादवंयोस्तदर्धाधिका- 
प्रतौ शुकलभागो, कनीनिकाविस्तारायामं यवं, नेत्रान्तरक्‍तं यवार्व, 
ज्योतिर्यवप्रमाणं, दुष्टि्यूक्रमात्रोध्वेवमंततं द्वियवमधोवर्मं ततं 
यवार्धकं, वर्मणो घनमर्धयवं, नवतिः पक्ष्मरोमाणि, शेषं पक्ष्म, 
नासिकाप्रमध्यमूलान्तं क्रमादष्टादशपड्यवविस्तृतं, नासिकाग्र म- 
Fafa, गोजीमूलाग्रं चङ्ग uu, पुष्कर मप्टयवोत्से घं, 
तन्भूलविस्तारं faga, मध्यविस्तारं gama, अग्रविशाल 
त्रियवं, gaisg ei, तिर्यग्यवपञ्चकं ५टस्य बहलं, यवमात्रा- 
ग्रतान्वितं निप्पावबीजसदुशं तिलपुष्पसमाकारम्‌ । नासिकापुटसूत्रा- 
ruri द्वियवार्धलम्वित, maagia गोजीतटं द्वियवविस्तारं, 
द्विवक्रा चोत्तरपाली सार्धयवविस्तृता, त्रियवार्धेततं सार्थयववेदा- | 
ङ्ग,लायतमुत्त रोष्ठमास्यतारं तदेव | चत्वारः पुरतो दन्तास्त्रि- 
यवायामविस्तृताः, तावन्तोऽधरदन्ता द्वियवार्घततायताः, चतुः 
यते दंष्ट्रे सदंशमुकुलोपमे ऊर्ध्वे, अथोदंष्ट्रे अधयवाधिके, 
दन्ताद्यवार्बेतानायतास्तत्समविस्ताराः पञ्चोपदंष्ट्रा fz 
द्वान्रिशद्‌ दन्तसङ ख्या । अधरोत्तरयोदंन्तायामसमावन्तस्तदः 
रोपणो (?) जिह्वा wey ,लायामाधं॑विस्तारा, T e 
(arg ?) कर्णरन्ध्रं कलाङ्ग,लं US. 
AG लमास्यं नवयवान्तरं द्विगुणायतं पडय 
रक्ता, भागं ततमायामं द्विगुणम्‌, ओष्ठा 

uum 
freni (2) त्कण्ठमज़, 
यामा arate 
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कर्ण कलाततं, नेत्र सूत्रसमं कर्णस्रोत:, तत्कर्णतुद्भधतार (?) कर्ण- 
नालमूलं कलासार्धयवं, कर्णावर्ती सार्धयवतता, पाली चतुर्यवा, 
कर्णपिप्पली चतुर्यवविस्तारा द्विगुणायता, fedt इच ङ्ग_ला- 
यामा षड्यवविशाला कर्णावतींपिञ्छ्षीचूलिका यवतु मनुतुर्ययवा- 
धंवविस्ताराः, पिञ्छूषीचूलिकाकर्णावतरय्‌न्ततं चूल्यन्तावदत्यर्ध- 
यवमर्धाङ्ग.लं (? ) कर्णचूलीपिञछूषीकर्नी निकायवान्तरं पिष्पली- 
पाल्योः पाली बालेन्दुसन्निभा यवनिष्पावसदृशा, पिप्पली षड्यवा- 
यता चतुर्यविशाला, स्रोतोऽधोनेत्रसूत्रात्पिञ्छुष्यधः कर्णालं मात्रा- 
धेघनयुक्तं, नालौ पूर्वापरौ विवरं षड्यवमधोनाहं मात्रं स्यात्‌ । 
कण्ठमूलादधौ वपुः कार्य, कृकाटी AAG AAA तस्यापरं यव 
भागं (? ) तद्‌ ग्रीवायामं तत्रार्धाद्ग लं तारं द्वादशाङ्ग.लं d 
स्कन्धयोस्समे (? ) कर्णबन्धादधस्स्कन्धसन्धिस्सार्धषडङ्ग_लं, सप्ता- 
Fal स्कन्धौ शोभान्वितौ, हिक्का सूत्रात्स्कत्धसन्थ्युच्चं चतुरङ्ग लं, 
तन्मध्मेऽघयर्धाङ्ग.लं जत्र बाहुशिरस्सन्धिरंसान्तस्स्कन्ध मूलतो 
qag ot द्वियवं, तस्माद्‌ द्वियवं ssw ia वाहुशिरो जत्रृसहितं 
कूपंरांसं पञ्चा ङ्ग लायतं त्र्यङ्गलायतमुतक्षेपं समौ मुण्डितौ (?) 
भुजौ समनुन्नं मापयेदेवं नीत्वा भुजं नयेत्‌ । कण्ठाधस्तात्ककुदङ्भा- 
गायताष्टकोलकं (? ) ककुदः कटिसन्धयन्तं वंशं विशतिर्नागाधिका 
तत्समं कक्‌दोऽधस्तात्‌ पड्भागे कक्षोडरान्तरं (? ) कक्षाधस्ताद्वाहु- 
qued द्विवं Tag a स्कन्धसन्धेरधस्तादंसपीठं सार्धेन्दरिया ङ्ग लं, 
तस्माद्‌ द्वियवाङ्ग,ले अंसफलके स्तनसूत्रसमे, तत्रान्तरयोर्दशाङ्गलं 
ककुद, TO `"त्रिमात्रतारं सप्ताङ्ग लं तद्वक्षसो मांसलं Tae 
सन्धिवंशतारं कलानतं ATT चांसफलकाया अधो नवाज्भ लं, 
बरृहत्योस्स्तनान्तरं वन्शात्सुप्रतिष्ठाकलं तयोव हतीस्तनयोमंध्यं 
TIM घनं बृहत्या कटिसन्ध्यन्तरं मध्यं aang Aad 
तद्धन स्याच्चतुर्भागं तदधोऽङ्ग.लाधिकं कटि सार्धमुखं सार्धाङ्गःलं 
खण्डकान्तं खण्डस्य पुरस्तात्पायुर्भागाद्ग .लं सार्धधृतिमात्रं कटिब- 
न्धविशालं जघनस्य वहिःपृष्ठे वंशपाइवं द्वयो: ककुन्दरं Weng 
faari निम्नौ ककुन्दरस्यान्तं cae लं बिन्दुखण्डकयोस्तिर्यक्कटि- 
वेदाधमात्रिका खण्डं इचज़ a तारं सार्धतुर्याङ्ग_लं स्फिगारम्भतारं 
नवाङ्ग लं सुवृत्तं कण्ठः कम्बुसमो वृत्तो द्विरेखा वृतोऽधस्तान्ताडिः 
काधस्सद्वादशयवं कक्षाया हिंक्कान्तं तावत्‌ स्तनं कक्षादष्टा द्भ, 
WH THE: हृद्‌ द्वियवाधिकं हृदयात्स्तनपीठतुङ्ग aug. 
कक्ाधारलम्बमत्युक्तं यवकोलकं स्तनपीठस्योन्नतिः HALAS A 
तत्पुरस्तान्मुखं विप्राङ्ग.लं यवं वृत्तं स्तनं यवोन्नतं स्तनाक्षं द्वियवः 


1] 
| 
| 

( ९९६ ) 
मुक्का नेत्रादधस्तादपाद्भनेत्रम ङ्ग ,लम्‌, अपाङ्गात्कर्णमूलं षडङ्गः लं, 
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तारं तदधस्तादू्घ ङ्ग aA स्त्तनं हिक्का cag d निम्नं जत्रुरेखा 
sag a नाभिर्दक्षिणावर्ता पड़यवनिम्तायतेन्द्रिया ङ्ग ar नाभिः 
ainda farag WU E ध्वेकटिश्रोण्याइ्शेषं Hg- 
पीठं सार्धपञ्चाङ्ग,लं लिद्भायतं तार्‌ द्विमात्रं मुप्कलम्वं तुर्यार्धाज्ध d 
तत्समविस्तारं वृषाननसदृशं He रद्राक्षाङ्ग.लं Weng लं 
द्वियवं जानुमण्डलविष्कम्भं घनं gaii पार्द्वबन्धं qui d 
पुष्ठाज्जावुत्रिमात्रार्थयवविस्तारान्वितं पृष्ठजं कोलकं मध्यभागं शेषं 
पाइवेयोरपि जान्वन्तादिन्द्रवस्त्यन्ने (? ) तालं मत्स्यवदुन्ततं पृष्ठ- 
जङ्काश्चितं मत्स्यपार्ष्णी द्रथ द्ग_लविस्तारं तनुकपृष्ठपाइवयार्‌न्तर 
तद्रहिंगते अक्षगुल्फयोस्तुङ्गं मनुपङ्कियवैविषुलं क्रमेणाष्टादशद्वि- 
विशंतियवं प्रतीष्ठार्धाङ्ग.लं पाष्णिंतारं MA WALA 
सार्ध प्रपदतुङ्गमङ्ग,प्ठद्च ङ्ग,लं घनं शेषाणि विस्तारसमतुद्धा 
न्यप्टयवविस्ता रादैर्व्या नख मुखपार्वे द्वयोस्तुर्ययवं नीत्वा नखं 
नयेत्‌ I चतुरधं चतुस्सा ्ार्त्यग्तिययवै रदरविसार्थ ( मध्य ) यवैः क्रमा- 
न्नखानां विस्तारं तर्जन्यादिकनिष्ठान्तं त्रियवं तदर्धार्धेन नखाय- 
तास्तर्जन्यङ्ग प्ठयोरन्तरं cupid, प्ंद्वयमङ्भष्ठ मच्यानि त्रिपः 
वाणि, स्वतारसदृशमग्रे पर्वान्तं यवाविकमङ्गृ,ष्ठपवमूलाग्र शेषा- 
= लीनां द्वियवाधिक्यमेकेकं सर्वाङ्ग,लिमूलार्ना मूलतल मासल 
पार्षिणिभागे तलं पञ्चाङ्ग.लायामं शेषं वर्त्‌लं कारयेत्‌ । पादौ द्वौ 
«marg रेखासमन्वितौ | सर्व सुव्यक्तं सुसम्पूर्णं बेर सलक्षणं EDO 
्नन्दनमुध्वंकायमधः कायसममेव कृत्वा सत्र विष्कम्भात्तिगुणं 
ad तत्परिमाणं स्यात्‌ । सर्वेष्वङ्गेषु एकयवादिषड़यवान्तं हीना- 
frat न दोषाय भवति । तस्माद्यथोचितं युक्तया कारयेदित्याह 
मरीचि : 
पोडशप्रतिमादीनां विष्णुविभवसवंतः | 
उष्णीषात्पादपर्यन्तं मानं संक्षिप्यतेऽधुना ॥ 
लिङ्गमानवशाद्‌ विष्णुमूलबेरावशात्क्रमात्‌ । | 
उत्तमं मध्यमं चाघंगर्भेगेहविशालके ॥ 
simaa द्वारवश्ञादविष्ठानपादुके 
हस्तमातवशाद्‌ ग्राह्यं तालमाननवता 


मानाङ्ग,लवशान्मातं 
लिङ्गमानादिषण्मानं 
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लिङ्गे स्वयंभुवे ज्ञात्वा मानुषे च द्विवा भवेत्‌ । 
स्वयंभूलिङ्गे तु शिरोमानं wo संग्रहम्‌ ॥ 
परिणाहे यथा स्थूलदेशे विस्तार मानयेत्‌ । 
मानुषलिङ्गतुङ्गे तु तच्छिरोमानक त्यजेत्‌ ॥ 
विस्तारे परिणाहे तु यदिच्छं देहं गृह्यते । 
एवं लिङ्गद्वयोत्तुङ्गे पीठमानं त्यजेद्‌ बुध: ॥ 
लिङ्गशुः्रोदयं वाथ तत्तन्ताहसमं भवेत्‌ । 
केचित्ततूत्रयमानं तु षोडशांशे विभाजिते ॥ 
तत्तदंशेन वृद्धिः स्याद्धीनं वा देशकालकम्‌ । 
अथवा तत्तदंशेन लोकभूततलांशकम्‌ ॥ 
नवमेकादशं चेव दचधिक्यं वाथ हीनकम्‌ । 
एवं लिङ्गवशात्प्रोक्तं बिष्णुवेरवशादुच्यते d 
मूलवेरसमं वापि नेत्रान्तं वा पुटान्तकम्‌ । 
हन्वन्तं बाहुसीमान्तं स्तनान्तं हृदयान्तकम्‌ di 
नाभ्यन्तं मेढ्सीमान्तं नवमानं चोत्सवोदयम्‌ | 
तदर्ध कौतुकोत्सेधं कन्यसादि त्रयं त्रयम्‌ di 
शुद्धगर्भगृहं कृत्वा नन्दनन्दोदयं भवेत्‌ । 
तदेवं नवमानं स्यान्नवतिविधमानकम्‌ ॥ 
एवं. गर्भेगृहमानवशान्मानं प्रकल्पयेत्‌ | 
प्रासादविस्तृते मानं गर्भेगेहप्रमाणवत्‌ ॥ 
Feared वाथ विस्तारे चायामे एव वा । 
तत्पादाधिकहीनं वा तत्तयोर्मध्यमानके d 
समं वा पादमाधिक्यं द्वारमानं नवोदयम्‌ | 
अधिष्ठानोदयं चैव पादतुङ्गं द्यं ततः ॥ 
प्रत्येकं नवधा क्रत्वा नवमा।तमुदीरितम्‌ | 
हस्तादिनवहस्तान्तं हस्तमानवशोदयम्‌ ॥ 
तालादिनवतालान्तं नवतालादिमानकम्‌ | 
मुष्ट्यादि नवमुष्ट्यन्तं मुष्टिमाननवोदयम्‌ |! 
कतृ तुङ्भसमं वापि नेत्रान्तं च पुटान्तकम्‌ । 
aad स्कन्धसीमान्तं स्तनान्त हृदयान्तकम्‌ ॥ 
नाभिमेढ्विधानं स्यात्कतृःमानं नेवोदयम्‌ | 
एतेषां चाष्टमानं तज्जात्यंशैस्तु नियोजयेत्‌ ॥ 
तन्मानं शिल्पिभिः प्रज्ञैः षट्शुभायादि कारयेत्‌ | 
अशुभायादिकं चोक्तं त्रिशंद्‌भागे विभाजिते ॥ 
तद्भागेकेन वृद्धिः स्याद्‌ यशच्छुभायादिसंभवम्‌ | 
सकलं चोत्सवादीनां यच्छुभांशावसानकम्‌ ॥ 


अंशक मानमेवोक्तम ङ्गः _लैर्मानमुच्यते 1 
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यल्लिद्धतुद्ध॑ संग्राह्य चतुविशच्छतान्तकम्‌ ॥ 

लिङ्गाङ्ग,लमिति प्रोक्तं वेरं तालवशादपि । 
| कृत्वा बेराज्ध ल॑ प्रोक्तं Hits _लमिहोच्यते ॥ 
| यवताराष्टमात्रं स्याद्‌ AIA लं भवेत्‌ । 
| मध्यं gaang eb पट्पञ्चाङ्भ,लायतम्‌ ॥ 
| मानाङ्ग ,लमिति प्रोक्तं देहलव्धाद्ध ,लं भवेत्‌ । 
| ae द्वयमारभ्य जात्यंशं विनोदयं स्यात्‌ ॥ 
| द्वित््यद्भ ल॑ समारम्य मध्ये भूताङ्ग,लमारभेत। 
सप्ताङ्ग,लं समारभ्य द्विद्वच ङ्ग ,लविवर्धेनात्‌ ॥ 
पञ्चविशच्छतान्तं स्याद्‌ यच्छभायादसं भवम्‌ | 
नागं नन्दं गुणं चाष्टनववेदगुणस्तथा ॥ 
भानुपङक्तचष्टहक्ष॑मुनिनन्दक्षयं क्रमात्‌ । 
शेषमायं व्ययं योनिरच नक्षत्रं वारमंशकम्‌ ॥ 
दरिद्रं दारनाशं च श्रीकरं विजयाद्‌भुतम्‌ | 
भृक्तिर्मुक्तिशच भोगस्तु चार्थलाभद्वयावहम्‌ ॥ 
कीतिदं पुष्कलं चेव द्वादशं च तत्फलम्‌ | 
fated विजयं aa श्रीकरं चार्थहानिकम्‌ ॥ 
भोगं च शत्रुनाशं च चक्षुरायार्थलाभकम्‌ | 
मुदितं Where चेव दशधा व्ययस्य फलम्‌ ॥ 
आयं सर्वहरं पुण्यं व्ययं सर्वहरं सुखम्‌ | 
आयाधिक्यं व्ययं हीनं सर्वसंपत्करं सदा ॥ 
यत्फलं शुभयुक्तं चेदायहीतं तददूषणम्‌ | 
पूज्यं व्ययं सममेवं तत्र दोषो न विद्यते ॥ 
ध्वज: सिंहो वृषो हस्ती स तेषां शुभयोनयः | 
जन्मद्वयं चतुष्पष्टिभिरष्टनन्दशुभक्षेकम्‌ ॥ 
नामजन्मादिनन्दं च गणनैस्तु विधीयते | 
sd राइ्यादिनारभ्य च मीनं द्वितीयान्तकम्‌ ॥ 
तृतीये मीनजक्षा!दौ पूर्ववत्‌ गुणैस्तु वा। 
तस्मात्तृतीयपर्यन्तमृक्षः सवं शुभावहम्‌ ॥ 
गुरुशुक्रवृधर्चन्द्रमुख्यवारं प्रशस्यते । 
तस्करोधनं षण्डञ्च प्रेष्यान्यानि घुभांशकम्‌ |i 
वर्ज्य पष्ठाप्टमं राशिमन्यत्सर्वं शुभं भवेत्‌ । 
गजः aigi प्रोक्तं मानुषासुरं वर्जयेत्‌ ॥ | 
एकनेत्रं द्विनेत्रं वा संयुक्तांशं विसर्जयेत । 
gaa शुभमेवं मृत्युयोगविनाशनम्‌ 
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प्रलम्ब-लक्ष णम्‌ 
मान० ६७ 


(. 387) 
तस्मात्परिहरेद्‌ विद्वात्‌ जन्मेवं प्रकल्पयेत्‌ | 
तन्मात्रा ङ्ग ,लमानोच्च्मात्मार्थं प्रयोजयेत्‌ ॥ 
कुर्यादायादि सर्वेषां चोक्तवच्छिल्पिवित्तमः । 
अन्योन्यमन्यतो ग्राह्य चोवतवत्तत्तवित्तमः ॥ 
ब्रह्माविष्णुश्च रुद्राणां quer जिनकस्य च | 
अन्येषां च प्रतिमानमेवं मानं तु संग्रहम्‌ gi 
एवं तु चोत्सवादीनां स्थावरजद्भमादिनाम्‌ du 
सर्वेषां देवदेवीनां शयनस्थानके चासने | 
मानसूत्रविधि सम्यग्लक्षणं वक्ष्यतेऽधुना ॥ 
बेरायामसमं वापि त्रिपादं चार्धमेव वा । 
आयामं त्रिविधं प्रोक्तं तत्त दूध्वंविशालकम्‌ gi 
देहलब्धाङ्ग,लं चैव चतुस्त्रिद्य द्भ d घनम्‌ | 
एवं प्रलम्बफलकालक्षणं चतुरश्रकम्‌ ॥ 
तत्समं चासनं कुर्याद्‌ घनं मानाङ्गलेन च । 
चतुष्पादं त्रिपादं च द्विपार्देकाङध्रिमेव वा ॥ 
आसनस्योपरि स्थाप्य मध्ये बेरं विनिक्षिपेत्‌ । 
सपादवेरायतं वाण्यर्ध्येनाङः त्रितुङ्गकम्‌_॥ 
पादतारं यथायुकत्सा कारयेत्तक्षकेन तु । 
फलका चासने चेव ATTA प्रसारयेत्‌ ॥ 
कुर्याद्युक्तथा च raped प्रलम्बफलकां न्यसेत्‌ | 
TAM कन्दुकाकारं लौहे पाषाणकेऽथवा ॥ 
तन्मध्ये सुषिरं कूत्वा वन्धयेच्छित्पिवित्तमः | 
फलके योजयेत्सर्व सूत्रमेव प्रशस्यते ॥ 
पूर्वापरपारइ्वे तु कायमध्ये प्रलम्बयेत्‌ | 
स्थानके चासने चापि पञ्चसूत्र मुदी रितम्‌ ॥ 
मुखान्तं द्विद्रिमात्रं स्यारलम्बं सप्तमिति स्मृतम्‌ | 
तत्षुष्ठशिरः red तु वक्रांन्तं रज्जुं लंम्बयेत्‌ ॥ 
नवसूत्रमिति प्रोक्तमेकादशमिहोच्यते | 
कक्षतारं द्वयं सूत्र लम्बयेद्‌ रुद्रसूत्रकम्‌ ॥ 
अथवा पृष्ठमध्ये तु सूत्र हुन्वन्तं लम्बयेत्‌ | 
चतुर्दिक्षु चतुर्मध्ये पञ्चसूत्र प्रधानकम्‌ d 
अन्यथा पुरतो देशे सर्व मध्यादि लम्बयेत्‌ | 
पुटपाइवी मुखान्तौ च Hatt वा बाहुपाइवं कौ ॥ 
लम्बयेत्सूत्र मित्युक्तमे तदेकादशस्तथा । 
परहस्तो Jetted सूत्र' त्यक्तव। चतुष्टयम्‌ ॥ 
शेषं तु aigi स्यादांसने च प्रकल्पयेत्‌ | 


— 
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स्थानके रुद्रसूत्रं स्याल्लम्वयेत्तु विचक्षण: ॥ 
शिखामणौ तु मोल्यग्र मध्यमे मौलिमध्यमे | 
मौलिमूले च पट्टे च ललाटस्य तु मध्यमे ॥ 
भुवयोमंध्यमे च नासिमध्यमे हनुमध्यमे । 
STRAT मध्यमे चेव तथा हृदयमध्यमे ॥ 
तस्याधो नाभिमध्ये च मेढुमध्ये aja च 
उर्मूलद्व Ae जान्वोर्मध्यमे तथा ॥ 

H नलकाद्वयोर्मेध्ये च पार्ष्ण्योमंध्यमे तथा । 
तलमध्यद्व चोर्मध्यमङ्ग_प्ठयोर्मध्यमे तथा ॥ 
एवं तु लम्वथेत्कुक्षिनासाग्रे स्पर्शयेद्‌ 43: 
सूत्राच्छिखामाणि स्याद्‌ द्वचन्तरं द्वादशाद्भ,लम्‌ ॥ 
सुत्रान्मौलिमूलान्तं रसमात्रान्तरं भवत्‌ | 
सूत्रं ललाटमध्यं तद्‌ FAA द्रचद्ध लं भवेत्‌ ॥ 
हककामध्यं तु सूत्रान्तं द्वचन्तरं तु ISH SH | 
AMARA च AKL चार्धमात्रकम्‌ ॥ 

| तत्सुत्रान्नाभिसीमान्तं saat तु शिवाङ्ग,लम्‌ । 

तत्सूत्रान्मेढ्मूलान्तं FAA तु WING AA ॥ 

| स्थानके चासने वापि स्थानकेषु विशेषतः | 

पाइबंसूत्रद्वयं काये gaai तदिहोच्यते ॥ 

| तत्सूत्रा दूरुमूलान्तं थन्तरे तद्‌ द्विमात्रकम्‌ | 

सुत्रं च जानुमध्यं तत्सांवेदाङ्क,लान्तरम्‌ ॥ 

तत्सूत्राज्जङ घयोमंध्यं द्वचन्तरं तु षडङ्ग s | 

qari नलकान्तं स्यात्सा्धे सप्ताङ्ग, लं भवत्‌ ॥ 

qure fe स्थानक कुर्यात्कायमुज्वायतं भवेत | 

mag ENA FAIL चाष्टमात्रकम्‌ |i 

| तलमध्यद्वयोम॑ध्ये TAAL तु पड़द्ध लम्‌ । 

| तत्पाष्णिंइ्च द्वयोर्मध्ये च दृधन्तरं वेदमात्रकम्‌ ॥ 

नलक्ान्तद्वयोपमध्ये FAL तु VGA | 

| जङ्घामध्यद्वयोर्म ध्ये SARL तु शराङ्ग_लम्‌ ॥ 

| जानुमध्यद्वयोमंध्ये gud वेदमात्रकम | 

| उरुमध्यद्वयोमंध्ये gag चान्तरं भवेत्‌ ॥ 

| उरूमूलद्दयोमंध्ये शिवमात्रान्तरं भवेत्‌ । 

| हस्तौ च लम्बनं कुर्यात्तदन्तरमिहोच्यते | 

श्रोण्यात्‌ कूर्परं um A gue तु षडद्ग,लम्‌ | 

प्रकोष्ठास्कटयन्तर दृघन्तरं AAG AT ॥ 

अथवा cag a वापि मणिबन्धं दशा ङ्ग AT | 
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एवं त देवदेवीनां स्थानके चासनेऽपि वा । 
ऊध्वैकायसमं  कुर्यात्पद्मासनविशालकम्‌ ।। | 
जानर्ध्वात्केशपर्यन्तं॑ तत्समं त्रिभुजाविति । | 
मानयेज्जानुबाह्ये तु बाहुवाह्य तु तत्समम्‌ ॥ 
agmg चेव सव्यापसव्यं मानयेत्‌ | | 
मेढान्तं गुल्फस्याक्षान्तं ढ्व यन्तरं तु WEWw लम्‌ ॥ | 
श्रोणिकर्पंरपाइर्वे तु चान्तरं तु षडञ्ग_लम्‌ | | 
प्रकोष्ठाग्रतलं चेव पञ्चांसौ उपरि विन्यसेत्‌ ॥ | 
अर्धान्तस्यासनं चेत्तु चेक पादं प्रलम्बयेत्‌ | | 
तज्जानुपाइवेके तस्य ढ्विज्यज्भू लोनमेव च ॥ 
तत्सूत्राल्लम्बपादादौ SAAT द्वादशाङ्ग_लम्‌ । | 
सर्वासां देवदेवीनामेवं प्रोवतं तद।सनम्‌ ॥ 
qd च मध्यसूत्रं तु पृष्ठसूत्रं प्रलम्बयेत्‌ । 
तदेव मौल्यग्रमध्ये मौलिमूलस्य मध्यभे ॥। 
तत्कृत्वाथ ककुन्मध्ये वंशमध्ये तु लम्बयेत्‌ | 
जघनस्य द्वयोर्मध्ये ca guid मध्यमे gi 
पुष्ठजानुद्वयोर्म ध्ये पाष्ण्योमंध्ये च लम्बयेत्‌ | 
एवं तु वरसूत्रं स्यात्पारवंसूत्रमिहोच्यते ॥ 
कर्णयो सुषिरमध्ये पाइर्वकायस्य मध्यमे | 
गुल्फस्य मध्यमे चैव पाइवंसूत्र प्रलम्बयेत्‌ ॥ 
पिप्पलीबाह्यदेशे तु स्तनचूचुकमध्यमे | 
उरुजान्वोर्‌ यथादेशे तर्जन्यद्भ,लमध्यमे ॥ 
कक्षसूत्रात्कटिपार्वेऽपरे चाङ्ग,लाष्टकम्‌ | 
शक्तीनां कटिदेशे तु लम्वयेत्तु कनिष्ठके ॥ 
बाह्यके मध्यमे बापि कटी च पुटपाश्वेके 
एवं तु कार्यसूतं स्याल्लम्बयेच्छित्पिवित्तमः ॥ 
परहस्तपाइवंयो: सूत्रं मानयेज्जानुप।इर्वकम्‌ । 
सर्वाद्ध च ऋजुः कुर्यात्पूर्वापरयोर्‌ योजयेत्‌ ॥ 
ऋज्वाङ्ग कभावं सामान्यमिति विद्यते । 
सर्वासां देवदेवीनां भङ्गमानमिहोच्यते ॥ 
आभङ्ग समभङ्गं तु चातिभङ्गं त्रिधा भवेत्‌ । 
त्रचतुष्पञ्चमातं स्यात्तु ङ्गमानमितिक्रमात्‌_॥ 
उष्णीरामध्यमे चैव ललाटस्यैव मध्यमे । 
नासिकाग्रस्य मध्ये तु हिवकायथोक्तपाइवंके ॥ 
यथोक्तचूचुकस्यान्तं नाभिपाइवे यथोबतवत्‌ | 
यथोक्तश्चोरुगुल्फस्य Taga प्रलम्बयेत्‌ |! 


(Bos) | 
मध्याद्ग लं च पार्श्वं च gaat दशमात्रकम ।। | 
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एवमाभजूसूत्र स्यात्‌ समभङ्गमिहोच्यते । 
उष्णीषस्य तु AINA ललाटस्य तु NAR ॥ 
यत्तत्पुटपाइवे तु स्तनचूचुकमध्थमे । 
नाभिइचोरुस्तथा जङ्घा यथोक्तं गुल्फपाइ्वं के ॥ 
एवं तु लम्वयेत्‌ सूत्रं समभद्भमिति स्मृतम्‌ | 
उष्णीषस्य Ama तु यथोक्तं TAHAR ॥। 
AAA चोरुमध्ये जानुजद्धा च मध्यतः | 
तद्‌ YORAM SAH ध्ये AAT तु गुणाद्भ ,लम्‌ ॥ 
WAAL चाष्टमात्रं युक्त्या प्रयोजयेत्‌ | 
उर्मूलद्व योमंध्ये TAMIL द्वर्थेमात्रकम्‌ ॥ 
अङ्ग, प्ठाग्रद्वयोरमध्ये TAAL द्वादशाद्भ लम्‌ | 
आभङ्गान्तरं प्रोक्तं समभङ्गमिहोच्यते ॥ 
तत्पादा ङ्ग ष्ठद योर्मध्ये दृथन्तरं पोडशाङ्ग,लम्‌ | 
पा्ण्यन्तरं चतुर्मात्रं दशा ङ्ग A जानुकान्तकम्‌ ॥ 
उरुमूलद्व योमंध्ये gus AAA भवेत्‌ | 
एवं तु amg स्यादतिभङ्गमिहोच्यते ॥ 
पाष्ण्यन्तरं AUS SA TAMA ष्ठयो opm ॥ 
तद्द्वयोम॑ध्यमे विशदद्ध ed यन्तरं भवेत्‌ ॥ 
तज्जानुद्ययोम॑ ध्ये SAMAK द्वादशाद्ध,लम्‌ d 
उरुमूलद्वयोरमंध्ये सा्घेद्रच द्भ,लकान्तरम्‌ ॥ 
एवमतिभङ्ग स्यादेतानि युक्तितो न्यसेत्‌ | 
एवं त्रिभङ्गसूत्रं तु Gem मानमुच्यते di 
qaq तल्ललटान्तं zat च द्विमात्रम्‌ । 
तत्सूत्राज्जानुकान्तं FIM तु पडज्ध ,लम्‌ ॥ 
तत्सूत्रात्‌ हृदयान्तं च द्व चन्तरं WD d भवेत्‌ | 
तत्सूत्रा्ञाभिसीमान्तमध्यर्वाङ्ग ,लकान्तरम्‌ ॥ 
तत्सूत्रान्येढूसीमान्तं Fat तु गुणांशकम्‌ | 
तत्सूत्रादुरुमध्ये तु went च द्विमात्रकम्‌ ॥ 
तत्सूत्राज्जानुकान्तं स्याद्‌ रसमात्रान्तरं भवेत्‌ । 
तत्सूत्रं नलकान्तं स्याद्‌ द्वयन्तरं चाष्टमात्रकम्‌ 
स्थितपादान्तरे चैव कुर्यात्तु | 


नासाग्रे कुक्षिदेशे तु सूत्रस्य स्पर्शनं 
शक्तीनां कुक्षिदेशे ASE, 
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तत्तद्विचिह्नवर्णादिभूषणाच्येरलङक्कतम्‌ ॥ 
सर्वेषां वास्तुवस्तूनि प्रतिमादि यथो क्तवत्‌ | 
कारयेत्सर्व॑सम्पत्ये भक्तिमुक्तिफलप्रदम्‌ ॥ 
अज्ञानाद्‌ वास्तुवस्त्वादि विपरीतं चेद्‌ विपत्करम्‌ । 
तस्मात्परिहरेद्‌ विद्वान्यथा पूर्वोक्तं सर्वतः ॥ 
एवं प्रोक्तं वास्तुवस्त्वादि — zu 


प्राकाराद्यमं ण्डपाद्यैशच शालाभि: । 
yag भूपतीनां च लिङ्गैर्‌ 
देवादीनां कारयेत्सम्पदार्थम्‌ ॥ 


प्रासादमानोड्भूवार्चा प्रमाणेस्त्रिविधोदिता | 
सीमागर्भेद्वारमानं g हस्ताङ्ग लैविधिः ॥ 
आंदौ सीमा पुनर्गर्भ द्वारमानं तृतीयकम्‌ । 
हस्ताङ्ग,लक्रमोक्तं च आर्चामानं चतुर्थकम्‌ ॥ 
सीमार्ध च षडंशोनं हस्तात्तुर्यकरान्तगम्‌ । 
इषुरसात्मकहस्ते स्थिता सीमा त्रिभागतः n 
पादोड्वा -दशान्तं च षडंशोना ह्यमा तथा । 
पञ्चमांशा च पादोना हस्तविशतिकावधि ॥ 
त्रिशद्धस्ते षडंशेन न्रिभागोनं प्रकल्पयेत्‌ । 
सप्तांशेऽर्चामानं त्यक्तार्थे चत्वारिशदंदाकैः ॥ 
अष्टमांशां शतार्धे तु त्रिभागोनां प्रकल्पयेत्‌ | 
सीमामानोद्भवाख्याता ऊर्ध्वार्चा तु तथोत्तमा ॥ 
मध्यमा द्वादशांशोना अष्टांशोन! कनिष्ठिका । 
ज्येष्ठमध्य़ाधमा: ख्याताः सीमामाने त्रिधोदिताः ॥ 
; -इतिसीमामानोद्भवार्चा 

चतुरश्रीकृते क्षेत्र दशधा प्रविभाजिते। 
चतुर्भागैस्च द्वै भित्ती शेषं गर्भगृहं मतम्‌_॥ 
गर्भेगुहत्रिभागैश्च ह्यर्चा कार्या सुशोभना । 
दशांशोनां मध्यमा च पञ्चांशोना कनीयसी di 
-इतिगर्भेमानम्‌_ 

दवारमानोळूवां वक्ष्ये gat सर्वत्र शोभनाम्‌ । 
ऊर्ध्वाऽऽसनस्था शय्यास्था प्र त्येका मानसम्भवा |l 
तत्वथुग्मोड्भवे द्वारे data त्रिधोदितम्‌ | 
षट्चन्द्रौ तत्त्वेन्दू शक्रा: ऊर्ध्वार्चासळख्या मता ii 
आसनस्था पूर्वमाने शक्रविसवसूर्याशतः | 


स्थितासना च केशान्तं प्रमाणं सूत्रतः स्मृतम्‌ ॥ 


=इतिद्वारमानोड्भवार्चा 
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दस्ताङ्ग,लक्रमेणेव अर्चा प्रासदामानतः । 

तस्यानुक्रम उक्तश्च पझिक्तिसोपानसञ्चयः ॥ 

रुद्रादौ चेव दिम्वृद्धिहंस्तँकाद्वेदहस्ततः । 

पक्षवृद्धादिषुश्चान्त सनार्धातांगुलो-द्भवा ॥ 

एतन्मानोद्भवा ज्येष्ठा त्रिधोदितक्रमागता । 

त्यक्तविशात्यंशा मध्या दशांशोना कनीयसी ॥ Be 

उक्तमूर्ध्वार्चाप्रमाणं शब्यास्था त्वेकमानतः d 

न्यूना न्यूनाधिकार्चातां प्रमाणमिति सम्भवेत्‌ ।। 

हस्तपादादिवृद्धिष्च क्रमेण परिकीतिता । 

aed TAMA ऊर्ध्वं न कारयेत्‌ ॥ 

त्रयङ्ग,लतो दिग्‌ हस्तान्तं वृद्धि कुर्यादनुक्रमात्‌ d 

farat दातार्धान्तमेकेका g Salsa: ॥ 

faga: कनिष्ठोना ज्येष्ठा तदंशवर्धनात । 

इत्यादिकं तथाप्रोक्तं त्रिविधं मानमेव हि ॥ = 

आसनस्थोद्भवा ख्याता शयनस्था क्रमो-द्भवा | res 

स्थित्वा शयनकेशान्तं प्रमाणमेतत्सम्भवम्‌ di | 

We qo २१० यत्किञ्चित्प्रतिमायामं विभजेन्नवभागतः । 

स्वकीयाङ्ग,लमानेन भागं वै द्वादशाङ्ग,लम्‌ ॥ f 

i अष्टोत्तरशतं सड्खरज़ लैरुच्छयो भवेत्‌ । 

| नवतालः a विज्ञेयो व्यवहारे प्रसिद्धयति ॥ 
| नवताले ततो वृद्धौ मस्तोध्वे चतुरज्ध ले 

| विख्यातोऽर्चायामको द्वादशोत्तरशताङ्ग,लः ॥ 

उष्णीषमङ्ग_लं प्रोक्तं. त्र्यङ्ग,लं शिर उच्यते । 

1 तालो ललाटाद्‌ गलान्तं सर्वैव मुखे क्रमः ॥ 

| Ka aga च ललाटं स्यादङ्ग,लं नेत्रसूत्रकम्‌ d 

| ; नेत्रसूत्रे तु कर्तव्या नासिका चतुरद्भ,ला ie 

गोजका चेकमात्रा स्यादधरं त्रियववान्तरम 0 


विस्तारे वै aub गलमर्वाङ्ग 
ग्रीवा सार्धाङ्ग,ला स्तन-सूत्रं त्रयोदश 
द्वादशाङ्ग,लका नाभि उदरं 
_ बलिकात्रयसम्थुक्तं गुह्य 
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ष्त्रिशदङ्ग,लो मध्यो विस्तरं श्रृणु सम्प्रति ॥ 
चन्द्रोपमं ललाटं स्थाद्विस्तारे चाष्टमात्रकम्‌ | 
आयामे gag ले नेत्रे विस्तारे चाद्भ,लायते ॥ 
arated च भवेन्मात्रं द्विमात्रं नयनान्तरम्‌। 
सार्धाज्भ ला च नासा स्यात्पुटिः स्याद्‌ द्वियवान्तरा t 
निष्पावसदुशी श्रोत्रपुटिरर्धाङ्ग,ला तथा | 
पिप्पली पुटितुल्या च पिञ्छली * चतुर द्भ em i (चम्पिका) * 
हनुका say aaa गण्डौ वृत्तौ पडद्ग,लौ । 
द्वादशाज्भ ले विस्तारे कर्णाँ चैकँकम द्भ लम्‌ ॥ 
कर्णपाइवं द्विमात्रं च तत्तुल्यं चोन्नतौ भवेत्‌ | 
अङ्ग्ठाङ्ग,लमायामे कणौ वै लक्षणान्वितः ॥ 
हनुकेशान्तयोर्म ध्ये मानं षर्त्रिशदङ्ग,लम्‌ | 
ग्रीवाष्टांशा परिणाहे चतलुर्विशतिमात्रका॥ 
ATG At तथा स्कन्धौ स्तनोध्वे द्वादशा द्भ A | 
कक्षास्थानं प्रकोष्ठाभ्यां षोडशाङ्ग,लमीरितम्‌ ॥ 
प्रकोष्ठान्मणिबन्धइचाऽङ्ग लान्यष्टाऽथवा दश | 
AANA A करतालं मध्यमा पञ्चमात्रका ॥ 
तर्जनी चाऽनामिका च हीना च स्याच्चतुर्यवं: । 
अनामिका पञ्चयवेहींना सा स्यात्कनिष्ठिका ॥ 
अङ्ग. ष्ठं स्याच्चतुर्मात्रं तालार्ध च करोध्वेकम्‌ । 
Tas a च विस्तीर्णं कुर्यात्करतलं तथा | 
अष्टयवान्तरेऽङ्ग.ष्ठं तर्जनी षड्यवान्तरे । 
*मध्याद्यान्तिमान्ताः सप्त षट्पञ्चयवान्तराः ॥ 
नरिपर्वेकास्तथा सर्वा निम्ना अग्रे सुवृत्तकाः | 
पर्वार्धन नखास्ताभ्यस्ताभिः सार्ध विनिर्गताः ॥ 
सा्ँद्विपर्वं चाङ्गः ठं पर्वार्थ च नखाः स्मृताः | 
कुलरेखा च कतंव्या अङ्ग,ष्ठमनुवतंते ॥ 
कनिष्ठाधस्तर्जन्यन्तमायू रेखा समीरिता । 
मध्यमा च तथा रेखा धनरेखा तदूध्वंताः ॥ 
AG लो मणिबन्धः स्यान्नाहे सार्धदशाङ्ग_लम्‌ । 
गजहस्तोपमौ बाहू संस्थितौ च मनोहरो ॥ 
विशत्यङ्ग लकं चव कक्षयोरुभयान्तरम्‌ | 
STS ST भुजस्कन्धः कक्षे चैक॑कमङ्गलम्‌ ॥ 
AGS AT मध्यो नाम्यूध्व च षडङ्ग_लम्‌। 
अष्टादशाङ्ग,ल नाभेद्विमुं चोरुमूलकम्‌ ॥ 
एकादशाङ्ग.ला STE निम्नाग्रे च सुवतिता d 


| 
| 
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सप्ताङ्ग a जातुशिरो नलाग्रं निम्नमावृतम्‌॥ 
gA गुल्फमूलं नाहं च द्वादशोद्मवम्‌। 
WER a पूर्वपादः तर्जन्याः JANTA: d 
WIAs AAS तर्जनी चतुरङ्ग.ला। 
भङ्ग ष्ठसार्धाद्ध लोवतं तर्जनी च तदर्धकम्‌ ? । 
ae cart तु सूत्रेण Fated कनिष्ठिकाम्‌ ॥। 
निम्तमानक्रमः प्रोक्तः पर्वंसङख्याभिधीयते । 
त्रिपर्वकोदभवाश्चान्या अङ्ग,प्ठं च द्विपर्वकम्‌ ॥ 
पर्वाधं च नखं कुर्यात्स्मृतः सर्वेष्वयं विधिः 

षण्मात्रः पादविस्तारइचतुर्मात्रा च पाष्णिका ॥ 
पादमूलतले चापाकारे मध्योन्तते तथा । 
अक्षि ? गुल्फौ प्रकर्तव्यौ अर्धाधेमात्रकावुभो ॥ 
स्कन्धौ समुन्नताकारौ पृष्ठमध्यस्तु वंशवत्‌ | 
वंशक्षिप्तो त्रतपक्षौ ? सर्वावयवशोभनौ ॥ 


ऽ. प्रतिमा-विधाने मधूच्छिष्ट-विधानम्‌ 

qs बिम्बानां तु मधूच्छिष्टक्रियां सम्यग्‌ वक्ष्यते$धुना । 
dd पाशुपतं चैव कालमुखं महाब्रतम्‌ ॥ 
वामं च भैरभं चैव तत्त्रोक्तज्योतिः षट्क्रमात d 
अगस्त्यः काइपश्चैब भृगुगोतमभागर्वाः ॥ 
गालवइचेति ऋषयः प्रोक्ताः कषणादिरचंनार्थकम्‌ d 
तत्तन्त्रवशात्सवं कुर्यात्‌ षट्‌ संपदास्पदम्‌ ॥ 
तत्तन्त्रविपरीतं चेद्‌ विपत्तिं नित्यमावहेत्‌ | 
age तत्र rig ग्राह्यं दोषो न विद्यते ॥ 
विश्वकर्मा च विश्वेशः विश्वसार: प्रबोधक 
gata मयश्चैव त्वष्टा चेव agia: 
मानविन्मानकल्पश्च मानसारो बहुश्रुतः d 
प्रष्टा च मानबोधरच विशवबोधो नयश्च तथा ॥ | 
आदिसारो विशालश्च विश्वकाइ्यपश्चेव च 
वास्तबोधो महातन्त्रो वास्तुविद्यापतिस्तथा ॥ 
पाराशरीयकदचैव कालयूपो महाकऋषिः । 
चैत्याख्यः चित्रकश्चावर्यः 
MRT लोकज्ञः 

ते एव ऋषयः 
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E शुभयोगे सुनक्षवे quei सुलग्नके । 
i मन्त्रवत्कारयेद गर्त स्थपतिस्थापकावृभौ ॥ 
E मधूच्छिष्टं योजयेच्छिल्पी शास्त्रतः कारयेत्क्रमात्‌. | 
i यथारूपं तथा ध्यात्वा स्थपत्याज्ञया वर्धकिः ॥ 
यन्मधुच्छिष्टबिम्बस्य पञ्चवर्णरलकृतम्‌ 
i क्षणिकवेरमेवोक्त चलं चाप्यचलं तथा ॥ 
A | तस्मात्सवंप्रयत्तन तत्रदोषो न विद्यते । 
अक्षैः. स्फटिकसंयुक्त लूतभाजनमेव च ॥ 
रू | 


T हस्तेन सर्वविम्बानां TAAT योजयेत्‌ । 
अथवा पक्षकानां तु पक्षमूलेन विन्यसेत्‌ ॥ 
नखसर्वेपषु पादौ च संयुक्त तु THT च । 
अथवा शिखशल्यं स्याद्‌ भूषणं च विशेषतः ॥ 
स्फटिकः रत्नसंयुक्त जीनपात्रेण विन्यसेत्‌ । 
आस्नकद्रुमसर्वेषां युक्त्या वर्ण समाश्रितम्‌ ॥ 
दारुकीलेशच विम्बानां यद्बलार्थ तु योजयेत्‌ । 
आद्रव द्रव्यसंयुक्त तस्माद्‌ दोषमेवं न॒ विद्यते ॥ 
सर्वालङ्कारसंयुक्त a ग्रामप्रदक्षिणम्‌ । 
यजमानादि संवेक्ष्म सेव्यं तत्रार्चनं भवेत्‌ ॥ 
तस्माद्‌ देवतार्थं संग्राह्म चान्यभ्रामे विलासयेत्‌ । 
पश्चात्तु शिल्पिशालां च Gema प्रविश्यते ॥ 
मानोन्मानप्रमाणेत शोभयेच्छिल्पवित्तमः | 
fag afai वाथ मधूच्छिष्टेन लेपयेत्‌ ॥ 
तदूर्ध्वे मृत्तिकां लेप्य शोषयेत्तद्‌ विचक्षणैः d 
तत्पिण्डमुत्तापयेद्वा मधूच्छिष्टोद्गमैः पुनः ॥ 

| कर्तरिच्छा यथा MRIH एतत्प्रशस्यते । 

c I isi पुर्णयेज्जलं संप्रोक्ष्य त्यक्त्वा तदर्धेमूत्तिकाम्‌ ॥ 

m fet सर्वाङ्गं संशोध्य ३्वेतगन्धेनानुलेपयेप्त्‌ | 
i» तत्पीठोपरि संस्थाप्य पुष्पमाल्येरलडकृतम्‌ ॥ 
TI ग्राम प्रदक्षिणं HATTA ATT: | 
E  शिस्पिशालां प्रविशन्ति कारयेदुक्तवत्क्रमात्‌ ॥ 
>> तस्यीपाङ्गविहीनं चेतयुनः सन्तानकं भवेत्‌ । 
TE शिरो वा मध्यकायं वा हीनं चेद्विसृजेत्युनः ॥ 
[ws . कतं.शिल्प्यचलं वित्तं कारयेतूर्वदद्‌ भवेत्‌ । 

ES. चलं चित्रं न मुर्याचचेतस्थाननाशं धनक्षयम्‌ ॥ 

i TE पुण्यं क्षिप्रमेवं विनश्यति । 

 सस्मातसवंप्रयप्नेन पृतं च कारयेत्सुधी ॥ | 


ES Ax. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


(ii) अभि० fao, 
१. ७६--९६ 


( a ) 


नवतालप्रमाणेन लक्षणेन समन्विताम्‌ ॥ 


प्रतिमां कारयेतपूर्वेमुदितेन विचक्षणः | 
सर्वावयवसम्पूर्णा किञ्चित्पीतां दृशोः प्रियाम्‌ ॥ 
यथोक्ते रा युयु कतां बाहुभिश्च anfad: । 
तत्पृष्ठस्कन्धदेशे च क्रमाद्यामकुटेऽयवा ॥ 
हेमपुष्पत्तिभं दीर्घं तालकं HATURAN । 
स्थापयित्वा ततश्चार्चा लिम्पेत्संस्कृतया मृदा di 
मषीं gemi कृत्वा कार्पासं शतशः क्षतम्‌ | 
लवणं afi श्लक्ष्णं तथा संयोजयेन्मृदा ॥ 
पेषयेत्सवंमेकत्र सुरलक्ष्णे च शिलातले | 
वारत्रयं तदावत्ये तेन लिम्पेत्समन्ततः ॥ 
स्वच्छः TANITA लेप: छायायां कृतशोषणः । 
दिनद्वये व्यतीते तु द्वितीयस्स्यात्ततः पुनः ॥ 
तस्मिञ्ञ छुष्के तृतीयस्तु निबिडो लेप इष्यते । 
नालकस्य मुखं त्यकत्वा सर्वमालेपयेन्मृदा ॥ 
शोपयेत्ततप्रयत्नेन युक्तिभिवु द्विमान्नरः | 
सिक्थकं तोलयेदादावर्चालग्नं विचक्षणः ॥ 
रीत्या ताम्रेण रौप्येण हेम्ना वा कारयेत्ततः। 
सिकथाहृशगुणं ताम्रं रीतिद्रव्यं च कल्पयेत्‌ ॥ 
रजतं द्वादशगुणं हेम स्यात्‌ षोडशोत्तरम्‌ । 
मुदा संवेष्टयेद्द्रव्यं यदीष्ठं कनकादिकम्‌ ॥ 72 
afus qai पूर्ववत्परिशोषयेत्‌ । E 
वह्लो प्रताप्य तामर्चा सिक्थं निस्सारयेत्तत: ॥ 
मूषां प्रतापयेत्पश्‍चात्पावकोच्छिष्टवह्लिना i 
रीतिस्ताम्रं च रसतां नवाज्जारंत्रंजेद्शुवम्‌ ॥ 
तप्ताङ्गारेविनिक्षिप्तं रजतं रसतां ब्रजेत्‌ । 
सुवर्ण रसतां याति पञ्चकृत्वः प्रदीपितः ॥ 
मूषामूर्धेति निर्माय रन्ध्रं लोहशलाकया d 
संदंशन दृढं धृत्वा तप्तां मूषां समुद्धरेत्‌ ॥ 
तप्तार्चानालकस्यास्ये वतिं प्रज्वलितां न्यसेत्‌ । 
संदंशेन धृतां मूषां नमयित्वा प्रयत्नतः ॥ 
रसं तु नालकस्यास्ये क्षिपेदच्छिन्नधारया 
नालकानतनपर्यन्तं संपूर्य विरमेत्तत 
स्फोटयेत्तु समीपस्थं A तापशान्तः 
शीतलत्वं च यातायां प्रतिमायां 
स्फोटयेन्मृत्तिकां दग्धां विदग्धो 


यथा द्रव्यमयी ASAT 


a 
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मधूच्छिष्टेन निर्माय सकलं निष्कलं तु वा | 
बद्ध्वा मृदा दृढं Youur face ब हिः सृजेत्‌ ॥ 
तत्र MRAM कारयेल्लीहमुत्तमम्‌ | 
अथ तत्प्रकियां वक्ष्ये कर्मकारहिताय quu 
कठिना मन्दकठिना मृद्वी मृदुतरातथा। 
मूषाकरणयोग्येति पञ्चधा मृत्तिका स्मृता ॥ 
पूर्वोक्तां नाकुजां वाथ मृत्स्तामादाय यत्नत; | 
मृल्लोष्टचूर्णसंयुवतां यथायुक्ति विमर्दयेत्‌ a 
शुद्धाम्भसा पूगचर्मसारं युक्त्या JANN | 
कारयेत्‌ कठिनामेवं शिलामुसलताडिताम्‌ ॥ 
तस्मिन्‌ गोमयसंयुक्ते स्यान्मन्दकठिना पुन: | 
VENUE UE P] तत्पादांशकपृत्ति काम्‌ ॥ 
पेषण्यां पेषयेद्‌ यां ar gala कथिता पुरा । 
तदेव गोमययुता मृत्स्ता मृदुतरा स्मृता॥ 
तुषाद्यङ्गारचूर्णन संयुक्ता घटमृत्तिका। 
कार्पासपटचूर्णेन समं सुसलपीडिता ॥ 
एषा मूषामृदाख्याता PAAT सानया दृढम्‌ d 
यत्किञिदीप्सितं तन्तु वि ्चिन्त्यूनप्रमाणतः ॥ 
कृत्वा द्वितीयया शुष्के तष्ट्वा लिप्त्वा पुनः पुनः । 
अन्ते गोमयसारेण लिप्त्वा इलक्ष्णीकृते पुनः ॥ 
कृत्वा तस्मिन्‌ मधूच्छिष्टपट्टं युक्तघनान्वितम्‌ | 
इष्टप्रमाणं तत्‌ सर्वं कृत्वा तेन सलक्षणम्‌ ॥ 
भूषणादीति सर्वाणि मधूच्छिष्टस्य तन्तुना । 
कृत्वा ति्त्रिणिसारेण वेणुसारेण वा तथा N 
कृतेन युक्तशस्त्रेण सुस्निग्धं कारयेदथ। 
पुनविलेपयेन्मृत्स्नामाद्रा मृदुतरं क्रमात्‌ ॥ 
शुष्के तस्मिन्‌ पुनलिप्त्वा gear संशोषयेत्‌ पुनः | 
कठिनेन पुनस्तत्र कृष्णायसपटादिमिः ॥ 
बद्ध्वा यथाबलं पश्चात्‌ कठिनेन विलेपयेत्‌ | 
आवृत्त्या लेपयेत्‌ तेन यथातोषं यथाबलम्‌ ॥ 
अप्रधानावयवगस्थाने स्याह्लोहपद्धतिः | 
एवं शुष्के पुनर्थम्त्रवशादातप्य afgan 
मधूच्छिष्ट बहिस्त्यवत्वा तं दहेत्‌ काष्ठवेष्टितम्‌ | 
यदा कश्माण्डपुष्पाभं वर्णमन्तर्गतं पुनः ॥ 
लोहमार्गादिरस्ध्रेण दृश्यते तत्‌ तदैव हिं 


` अवरुह्य भुवः शवञ्च विच्यस्योध्वंमुखं यथा ॥ 


सुपायामाद्रितं लोहं शीघ्रमादाय यत्ततः | 
निक्षिप्य तन्मुखे mamanii सुपूरयेत्‌ ॥ 
पांसुना बहिराच्छाद्य कालाच्छीतलिते पुनः | 
TMAH: greg दं त्यवत्वा सुधीः क्रमात्‌ |! 
सुरलक्षणं BVT तंस्तैरुितैः eaves: | 
एव तत्कमकुशलेलोहजं कारयेद्‌ बुध: ॥ 
घनं चेल्लोहज॑ बिम्बं मधच्छिष्टेन केवलः | 
कृत्वा मुल्लेपनादीनि पूर्ववत्‌ क्रमतश्चरेत्‌ ॥ 
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अथ वर्ज्यानि रूपाणि ब्रूमहेऽर्चादिकर्मसु । 
यथोक्तं शास्त्रतत्त्व्ञँगोश्राह्मण हिताथिभिः ॥ 
अशास्त्रज्ञेन घटितं शिल्पिना दोषसंयृतम्‌ । 
अपि माधुर्यसम्पन्तं न ग्राह्यं शास्त्रवेदिभिः ॥ 
अदिलष्टसन्धिं विश्रान्तां वक्रां चावनतां तथा । 
अस्थितामुन्नतां चैव maagi तथैव च ॥ 
प्रत्यङ्गहीनां विकटां मध्ये ग्रन्थितं तथा। 
Seat देवतां प्राज्ञो हितार्थं नैव कारयेत्‌। । 
अश्लिप्टसन्ध्या मरणं भ्राम्तया स्थानविश्रमम्‌ | 
वक्रपा कलहं विद्यान्नतया वयसः क्षयम्‌ ॥ 
नित्यमस्थितया पृंसामर्थस्य क्षयमादिशेत्‌ । 
भयमुन्नतया विद्याद्‌ हृद्रोगं च न संशयः ॥ 
RTM, गमनं सततं काकजङ्कया | 
प्रत्यङ्गहीनया नित्यं भर्त्तः स्यादनपत्यता ॥ 
विकटाकारया ज्ञैयं भयं दारुणमर्चया । 
अधोमुख्या शिरोरोगं (तथानयापि च?) ॥ 
एतैरुपेतादोषैर्या वर्जयेत्‌ तां Nen ॥ 
विम्ब-दोषाः 

मांसव णैने खैर्वाथ पद्मताम्रनिभैस्तथा | 
संयुक्ताः प्रतिमा यत्र तत्रस्थाः सुखिनो नराः ॥ 
इवेतरनक्दुःखिनरच शूलाग्रः स्फटिकोपमैः । 
दरिद्रतां भजन्त्येव तथैव हरितनंख: ॥ 
(अंगुल्यः) प्रोन्नताग्राञ्चेद्‌ भवन्ति सुखदाः सदा । 
पादाङ्ग ष्ठमतिक्रम्य॒प्रदेशिन्यनिवतंयेत्‌ ? ॥ 
लभन्ते तत्रदेशस्था नारीभोगमनुत्तमम्‌ । 
कनिष्ठायां तु दीर्घायां वहुवित्तकरो भवेत्‌ ॥ 
ag em: कुटिलाः शुक्ला विरला दुःखभागिनः। 
अस्वेदनौ मृदू रक्तौ पुष्पौ चारुदलाविव ॥ 
ang ली सुपार्ष्णी च सिराविरहितौ तथा । 
मांसलौ गूढगुल्फौ च कूर्मपृष्ठसमाबपि ॥ 
भवेतां चरणौ यस्य तत्रस्था राजवल्लभाः । 
विवृतौ _ शूर्पसङ्काशो सस्वेदौ हृस्वपाण्डरौ ॥ 


` रोमशौ चरणौ यस्य तत्रस्था दुःखभागिनः d 


दीर्घपादतले रेखा हलाडु शनिभा afa 
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सार्वभौमत्वदं लक्ष्म तदिदं नात्र संशथः। 
क्रमाद्‌ वृत्ते प्रशस्येते जङ्घे स्निग्धे त्वरोमके ॥ 
सिहव्याघ्रोपमे जङ्घे धनिनां परिकीतिते | 
काकजङ्घो भवेद्राजा मृगजङ्कोऽपि तादृशः ॥ 
ag च मीनवद्‌ यस्य सोऽपि साम्राज्यभाग्जनः | 
स्थूलजङ्का दीर्घजङ्घा जायन्तेः पथिगाः सदा ॥। 
सृगालकोलजद्धा ये ते नरा दुःखभागिनः | 
इदं तु fara सञ्चिन्त्यं तथा वृत्ते च जानुनी ॥ 
मांसले च समे झाब्दहीने गुढतरास्थिनी । 
किचिदुन्नतयुक्ते q भवेतां सर्वमङ्गले ॥ 
m करिकराकारौ रोमभिः परिवजितौ। 
gae निविडौ नातिस्थूलौ नातिकृशौ वरौ ॥ 
सुखदं मांसलं स्फिक्‌ चेद्‌ व्यात्रिभेकस्फिगेव fg । 
तर्थैव दुःखदं ज्ञेयं शुष्कस्फिझ नेव संशयः ॥ 
मृगेन्द्रकटिसंकाशकटिइचेत्‌ पार्थिवत्वदा | 
कामित्वं स्थात्‌ कोलकटेः `` `` `` *« *-' ** || 
क्केटोष्ट्रकटिस्तद्वत्‌ इवकटित्वं सुतापहम्‌ | 
at धनदं हृस्वं स्थूलं पुत्रार्थनाशदम्‌ ॥ 
(अ ? पु) त्रवृद्धिकरं ज्ञेयमेतद्‌ दक्षिणतोन्ततम्‌ i 
मणिनी सोन्नते feat धनस्त्री रत्नभाजनम्‌ ॥ 
मध्यतिम्ते भवेन्निःस्वो मध्यादग्रे विशेषतः | 
ईशद्रक्ते समृद्धिःस्यात्‌ पाण्डरे धनहीनता ॥ 
मणो च मलिनच्छाये दारिद्रचमुपजायते i 
मुष्कयोरुभयोःसाम्ये राजराजत्वमाप्तुयात्‌ ॥ 
लम्बयोह स्वयोश्चेव मुप्कयोदी घंजी विनः | 
एकं एवं यदा मुष्कस्तदा स्यान्मरणं जलात्‌ ॥ 
वृत्तविस्तीर्णगम्भीरनाभो सुखमतीव fd 
विपमा बिलमध्यस्था नाभिर्दारिद्रकरिणी ॥ 
दक्षिणावतंनी रस्ता बामावर्तापकारिणी | 
लम्बोदरो भवेदाढ्यो बहुभोगःसमोदरे ॥ 
केशोदरे लभुःकामी दुःखभागी महोदरे। 
घटोदरे भवेन्निस्वस्तथैव विकृतोदरे ॥ 
सर्पोदरे दरिद्रत्वं तथा निम्नोदरेऽपि a 


Tara शस्त्रमृत्युः स्त्रीजितत्वं बलिद्वये॥ | 
आर्य:स्यात्‌ त्रिवलीयुक्ते पुटं चतुर्वलीयुते । 
` सुतृत्यौ धनदौ at निर्धनाख्यौ च वक्रकौ ॥ 
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स्निग्धं विशञालमृत्तङ्गमुरश्चेद राजलक्षणम्‌ | 
सिरालं विषमं निम्नं वक्षश्चेद्‌ विपदास्पदम्‌ ॥ 
समौ चेच्चूचुको भूपा लम्बितौ प्रेष्यतां गताः । 
अदृश्यौ तन्तुनाशास्यौ विषमौ दुःखदौ स्मृतौ ॥ 
उच्चकक्षसमायुबता घनधान्यविवर्धनाः | 
समकक्षश्च तत्तुल्यो निर्धनो निम्नकक्षकः ॥ 
दुःखी विषमकक्षःस्यादथ पृष्ठस्य लक्षणम्‌ । 
aami मांसलं पृष्ठं मग्नवंशं शुभावहम्‌ ॥ 
निर्दितं विपरीतं चेत्‌ दुःखदारिद्रयकारणम्‌ d 
उन्नतेजंत्रुभिज्ञेयं धनधान्यादिभोगदम्‌ ॥ 
तरेव विषमैनिम्तं विज्ञेयं धनवजितम्‌ । 
सुङ्लिष्टौ विपुलावंसौ निर्बलीकौ सुखावहौ ॥ 
रोमशौ वलिसंयुक्तौ निर्मासौ दुःख्दायिनौ । 
वाहू करिकराकारी वरावाजानुलम्बिनौ i 
गृढसांदिलष्टसन्ध्याढ्ौ विपरीतौ विवजिती । 
लाक्षारणं पीवरं च मध्ये निम्नं मनागपि ॥ 
तलं गुभदमास्यातं विपरीतं विनाशकृत्‌ | 
उन्नते दानशीलत्वं शुष्के दारिद्रयदं भवेत्‌ ॥ 
विषमे तु तले तद्वत्‌ पापदं व्याघ्रपाणिकम्‌ d 
हस्तस्याङ्ग,लयो दीर्घारिचिरजीवी नरःस्मृतः ॥ 
agua विवलिकाःस्थूला दारिद्रयदायिनः | 
मढत्वदा बहिर्तता पूर्वोक्तान्नखरे वदेत्‌ ॥ 
शूरः स्यान्महिषग्रीवः कम्बुग्रोवः क्षमापतिः । 
गुष्कग्रीवो भवेन्निःस्वः समग्रीवः समो भवेत्‌ ॥ 
अभिन्ताग्रं मृदु स्निग्ध घनं इमश्चु प्रशस्यते | 
आरक्तं विषमं कूच स्थूलरोममशोभनम्‌ di 
पुर्णचन्द्रसमाकारं बदनं त्वतिशोभनम्‌ । 
निःस्वाः स्युर्दीघवदना: समाना ade मुखम्‌ ॥ 
agent धूर्ता faenen पुत्रवजित: | 
भीतास्यः पापकारी स्थादेवं वदनलक्षणम्‌ ॥ 
रखता स्तिगधा शुभा जिह्वा पापी स्याच्छयामजिह्वकः | 
स्थूलजिह्वशच que: कुप्णजिह्वरतर्थंवं च ॥ 
कृष्णा च BY राधस गातु रेसा दुःखदा सदा | 
सुवर्ष र्तवणं च तालु दुःखतर मतम्‌ ॥ 
लम्बमांसलकर्णा स्युः पापिनः शुष्ककणकाः | 
शुकनासः सुखी प्रोक्तर्चिरायुः शुष्कतासिकः ॥ 
amt धनदा नासा कूरा दक्षि णवक्रका । 
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समाल्प o  “दुखिनों मातवा स्मृताः॥ 
agani महाभागो रोमकर्णा: TJT: | 
विस्तीर्णकर्णा धनिनः सिहकर्णस्तु निष्ठुर: ॥ 
कृपणाः ह्लस्वकरणीः स्युः सुभगाःइ्यामर्णकाः | 
समाल्पविवरा मूध्नि नासा भाग्यप्रदायिनी ॥ 
धनिनः पद्मपत्राक्षा रक्तान्ताक्षास्तु श्रीप्रदा: । | 
महाक्षा मधुपिद्धाक्षा गजाक्षाइच हत्तरा: ॥ | 
गम्भीरनेत्राः ` धनिनः स्थूलाक्षश्‍चेव तत्समः | | 
शुभगा श्यामनयना बुधा नीलोत्पलेक्षणाः ॥ 
अधोदृष्टिश्चोध्वंदृष्टिः सततं दुःखदा नृणाम्‌ | 
mäge तत्तुल्या समदृष्टिः शुभावहा ॥ 
जिह्याःस्युःसारमेयाक्षास्तस्करा मक्टेक्षणाः | 
निःस्वा निर्गतनेत्रा स्थुः पापा मार्जारलोचनाः ॥ 
भ्रुवो + अत्यन्तयाल्पाथृविशालोन्नतया सुखी । 
war विषमया निःस्वो बालेन्दुनतया धनी ॥ 
उन्नतैविपुलैशखेर्भ वन्ति वशिनो qui 
निम्नयार्थेत संन्त्यवतास्तनयेश्च विवर्जिताः ॥ 
ललाटँधिषमे निःस्वा धनिनो5धेन्दुसन्तिभैः i 
केशैरेकंकशो जातैः स्निग्धै कृष्णैश्च afd: ॥ 
अभिन्नाग्रैश्च मृदुभिबंहु भिस्तैर्महीपतिः । 
एकमूलैश्च बहुभिविपमे रतिपिङ्गलैः n 
स्थूले विशीर्णि पर्यन्तै ह्व सवं रूक्षेदेरिदता | 
एकेकेन भवेद्रोम्णा राजा द्वाभ्यां तु पण्डितः ॥ 
त्रिभिनिःस्वश्चतुभिस्तु सर्वदा दुःखभाग्जनः। 
सिहेभवृषहंसनां गमनं शुकवहिणोः ॥ 
गमनेनानुकुर्ते यो नरः स महीपतिः। 
मेषोष्टूम हिषोलूकवराहबलिभुवछ्वभिः M 
समाना स्याद्‌ गतिर्यस्य स पुमान्भाग्यवजितः | 
अङ्ग ,ष्ठमध्यसन्धिस्थ यवेन स्याद्धती नरः॥ 
अगुष्ठमूलगेनापि बहुपुत्रो निरूप्यते । 
स्निग्धाभिः कररेखाभिनिम्तनाभिर्धनवार्भवेत्‌ ॥ 
अस्निग्धाभिरतिम्नाभिरभवेद्‌ दारिद्र भाग्जनः | 
मणिबन्धोत्यिता arkaa: करतलं गताः ॥ 
राज्यकारणमित्याहुः सामुद्रमतवेदिनः | 
मीनयुग्मकर: सत्री मीनपुच्छकर: सुखी i 
आकारो जायते पाणौ. रेखय़ा वक्ररूपया | 
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शंखातिपत्रशिविकागजपद्माइ्वस न्निभ: ॥ 


स्तनौ qad शस्तावुरो रोमविवजितम्‌ । 


( २९ ) 


चक्रवर्ती भवेद्राजा जायते नास्ति संशय: । 
गवाढयो दामरूपाभिः स्वस्तिक्राकृतिभिर्धनी ॥ 
THAT AT: MATA ACA at aq: I 
ay प्ठमूलरेखामि: स्थूलाभि: पुत्रवान्‌ भवेत्‌ ॥ 
तत्रत्यसूक्ष्मरेखाभि: कन्यां जनयति ध्रुवम्‌ । 
प्रदेशिनीतलं प्राप्तरेखा स्युः शातजीविनः ॥ 
न्यूनाभि ३न्नरूपाभिद्रु'मपाताद्‌ भवेन्मृतिः t 
अरेखा a tare मानवा धनवर्जिताः॥ 
नखा दन्ता रोमकेशव्योमच्छ याः सुखप्रदाः 
समन्ताद्‌ भूमिसंलग्नं यस्याइचरणयोस्तलम्‌ ॥ an 
अष्टौ पुतरा्परसूते सा पत्युः सन्तानवर्धनात्‌ । E 
अद्भ,प्ठं समतिक्रम्य दीर्घा यस्याः प्रदेशिनी॥ | 
संरक्षितापि यत्नेन सा भवेद व्यभिचारिणी ॥ 
दीर्घा स्यान्मष्यमा यस्याः सर्वा वा चरणाङ्ग,ली ॥ 
दुःशीला दुर्भगा नित्यं सा कन्या निन्दिता बुध : । 
काकजङ्धा च या नारी या च रोमशजङ्रिक्ा ॥ 
अचिरेण परिज्ञेयं बैवव्यमुभयोस्तयोः | i 


अंसौ च पृथुलौ यस्याःसा दासी समुदाहूता ॥ 
ऊरू कृशौ रोमशौ वा यस्याः स्यातां भुजावपि । re 
भर्तारं. त्वरितं हन्ति विवाहे सापि वरजिता॥ Le 
अश्वत्थदलसंकाशं गूढ गुह्यमणिस्थितम्‌। | 


यस्याः सा सुभगा कन्या धन्या पु्यंशवाप्यते 
नितम्बविम्वभृद्‌ दृष्टं विस्तीर्णं शस्यते स्त्रियाः । 
मध्यं वलित्रयोपेतं कुशं शुभमरोमरम्‌ ॥ 


ग्रीवा रेष्टात्रयोपेता विम्बाकारो5धरो5घर: ॥ 
ग्रीवया स्थूलया चण्डी दरिद्रा हुस्वया तया 
कुलस्य नाशिनी निम्नदीघँया जायते 
इममश्रभिः सहिता कन्या विषमश्रवणा च 


Fe 


सा विरुद्धा भवेद भर्तरुत्तरोऽ C 
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saaa राज्ञी लम्बकेशी तपस्विनी | 
दुःखिता बहुकेशी स्यात्‌ सामुद्रमतमी दृशम्‌ ॥ 
कोष्ठान्जकलशाकारा रेखा. सस्यास्तर्थंव च। 
तोरणं स्चस्तिकं चक्रं करे बाहुतलेऽपि arg | 
मस्या विभाव्यते स्त्रीणामाधिपत्यं लभेत्‌ सा | | 
पद्मरेखा करे वामे या विरती वराज्भना॥ 
इत्यादि लक्षणं युक्त्या fart चेव निरूप्यताम | 
यदुक्तं तत्फलं सर्वं तत्र ४ ४ “¬ देदिदम्‌ ॥ 


१० प्रतिमा-रूप-संयोगे 


अ आसनानि 
पद्मासनम्‌ ऊरूमुले वामपादं पुनस्तहृक्षिणं पदम्‌ | | 
वामौरौ स्थापयित्वा तु पद्मासनमिदं स्मृतम्‌ ॥ | 
कौक्कुटासनम्‌ पद्मासनमधिस्थाय जान्वन्तरविनिसृतौ i | 
करौ भूमौ निवेश्यतद्‌ व्यौमस्थः कुक्कुटासनम्‌ ॥ | 
वीरासनम्‌ एकपादमर्थकस्मिन्‌ विन्यस्यौरो च संस्थित: । । 
इतरस्मिस्तदा पादं वीरासनमुदाहृतम्‌ ॥ | 
योगासनम्‌ अथ योगासनं वक्ष्ये यद्‌ कृत्वा योगविद्‌ भवेत्‌ । | 
wat: Wetted स्वाङ्के वद्वा करद्वयम्‌ ॥ 
आलीठासनं प्रत्यालीढासनञ्च भुग्नवामपदं पश्चात्‌ स्तब्धजानूरुदक्षिणम्‌ | 
वितस्त्यः पञ्चविस्तारे तदालीढं प्रकीतितम्‌ ॥ 
एतदेव विपर्यस्तं प्रत्यालीढं प्रकीतितम्‌ । 
कूर्मासनम्‌ गूढं निपीड्य गुल्फाभ्यां agent समाहितः ॥ 
एतत्कूर्मासनं प्रोक्तं योगिसिद्धकरं परम्‌ ॥ 
सिहासनम्‌ सीविन्याः पाइवंयोर्गूल्फौ व्युत्क्रमेण निवेद्य तु । 
करो जान्वोनिधायोभौ प्रायं निखिलाङ्गलीन्‌ ॥ | 
नासाग्रन्यस्तनयनः व्यात्त वक्तृ AAT: । 
एतत्सिहासनं प्रोक्तं सवंदेवाभिपूजितम्‌ इति दिक्‌ ॥' 
बा वाहनानि 
अथ वक्ष्ये त्रिमूर्तीनां वाहनानां तु लक्षणम्‌ । 
हंसस्य लक्षणं चैव चव गरुडस्य तु लक्षणम्‌ ॥ 
4) वृषस्य लक्षणं सिहरूपस्य लक्षणम्‌ । 
._ Á . | .— —S5— soe 00000000 0०० ७०७ ००७ ८०० [f 
हंसः सर्वाङ्गं धवलाकारं पादौ च रक्तवर्णयुक्‌ । 
{२ मान० ६० तदास्यं हेमवर्णाभं कुर्यात्तु ब्रह्मवाहनम्‌ ॥ 
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मान० ६१ 


विहद्धराजमानं च लक्षणं वक्ष्यतेऽधुना | 


(ta) 


सर्वेषामपि मूर्तीनां दोलयानं च कल्पयेत्‌ । 
: E "t eo wee oe M 
एवं QU पुच्छके पत्रयुक्तम्‌ 


पृष्ठे ग्रीवे स्तूपिकापत्रवल्या । 
लम्बे कुक्षिरावृत्तपत्रे: 

सवॅवर्णेरभिरामं संभूष्यम्‌ ॥ 
देवानां भूतैतिलानां नृपाणाम्‌ 

हर्म्ये देशे प्रस्तरे चोत्तरोध्व | 
aedis: सर्वतो ग्रीवदेशे 

युवत्या Fates णिकाहंसं भूष्यम्‌ ॥ 


^n 
नासिका शुकतुण्ड पदाग्रे 
हंसकास्यदंष्ट्वत्कुर्यात्‌ | 
इवेतवर्णनखेरपि GENEEN 
इयामवर्णमतितुण्डाग्रके ul 
अष्टतागविभूषणपक्षिवत्पक्षयूक्‌ 
SIGH मकुटं सकरण्डकम्‌ । 
वर्णनीलसमरत्नमण्डलं कृतम्‌ 


तप्तहेमनिभं गरुडं भवेत्‌ ॥ 
पञ्चवर्णेसमन्वितपक्षयृक्‌ 
अङ्कू_रवत्कर्णशिरावृतम्‌ । 


कुञ्चितः सहितगमनेऽपि च 

सञ्चितस्थितभावमिति स्मृतम्‌ ॥ 
मूध्नि ag क्षीरवर्णावृतं च 

वामे कर्णे पद्मवर्णाभपद्मम्‌ | 
सव्ये कर्णे तन्महापद्ममेब 

धुम्रवर्ण हारकार्कोटकं च ॥ 
गुडिकस्कन्धो लम्बयेत्‌कृष्णसर्पम्‌ 

चासुकवर्ण वा सल्लिवक्तवसूत्रम्‌ । 
अत्यन्तं शुक्लवर्णाभं वामप्रकोष्ठे 

हिरण्यवर्णं ताक्ष्यकस्य कटकम्‌ ॥ 
केचित्तच्छियार्थं तु ताक्ष्ये वणं विशेषत: । 
केशान्तात्कर्णसीमान्तं इ्यामनीलाग्रसीमकम्‌ ॥ 
भित्तिकाहृदयात्तं च तद्द्वयं कूर्परान्तकम्‌ | 


पञ्चवर्णेसमं श्रितपक्षकांशुककञ्चुकी ॥ 
हृदयात्कटिपूत्रात्तं प्रकोष्ठादिकराग्रयोः | 
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पीतवर्ण॑मिति wad तस्योरुजातुकान्तकम्‌ ॥ 
रक्तवर्णं तु पादान्तं इवेतवर्णंनिभं भवेत्‌ । 
द्विभुजाग्रं च वत्रं च द्विपादौ कुञ्चितौ भवेताम्‌ ॥ 
स्थानकं चासनं वापि विष्णुं ध्यायेत्‌ कृताञ्जलिः 1 । 
सर्वालङ्कारसंयुक्तं ग्रामे स्थाप्यं स्वतन्त्रकम्‌ ॥ | 
एवरमैवर्यसिद्धि: स्यात्तन्मात्रे रचेयेत्सुधी: । 
अभिचारादिकाम्याथं ताक्ष्यंरूपं विशेषतः ॥ 
पादं स्थानकं कुर्याद्‌ वक्त्रं चासनं भागतः । 
सर्वाङ्गं स्वर्णवर्णं स्यात्पक्षकञ्चुर्किपूर्वंकम्‌ ॥ 
agi तु निर्वाणमधोहस्तौ कृताञ्जलिम्‌ | 
शीर्ष च सिहधक्त्रं च संयुक्तं पञ्चवर्णयुक्‌ ॥ 
नाभिषेकं शिर med तु कुक्कुटस्य शिरोऽग्रवत्‌ | 
रवतवर्णंतु FST पञ्चमात्रं तदायतम्‌ di 
घनं चो्ध्वंवक्त्रं च न प्रच्छादनमास्यकम्‌ | 
सप्ताष्टपूवंवत्सा ङ्गं णं वपर्य fazaa: ॥ 
सुग्रामे क्षेत्रसीमान्ते चान्यत्र निरीक्षणम्‌ | 
क्षणिकालयं संस्थाप्य पूजयेत्तन्त्रवित्तमः |I 
त्रिनाडि त्रिदिने वापि त्रिपक्षे वा त्रिमासके | | 
नित्यं त्रिकालं संपूज्य शत्रुनाशं न संशयः ॥ 
रिपुसंग्रहणार्थं चेद्धस्तौ रात्रौ च कारयेत्‌ | 
युद्धकाले रिपुभवस्तम्भं हस्तौ च बन्धनम्‌ ॥ 
शिलामृण्ममये वापि दारुजे कट शर्करया | 
एते: amai च वर्णसंस्कारमेव च ॥ 
qu: वृषभस्य लक्षणं सम्यग्वक्ष्यते बिधिनाधुना | 
मान० ६२ वायोरभिमुखं स्थापयेत्‌ पीठे वाथोपपीठे वा il 
विमाने मण्डपे वापि चारोपरि परिन्यसेत्‌ । 
द्वारतुङ्गसमं श्रेष्ठं त्रिभागं मध्यमं भवेत्‌ ॥ 
कन्यसं द्विभागं स्यात्‌ त्रिविधं वृषभोदयम्‌ | 


इवेतवर्णनिभं भद्रमग्रं कृष्णधूमवत्‌ i 

वेदपादखुरेरपि कर्णयोः 
₹वेतरक्तसमग्रमनोहरम्‌ । 

शद्भुशल्य: क्षणमरवतं च माला 
HUTT: कणंरुद्राक्षमाला || 

e | अन्यैर्यक्तं किशुकपुष्पमालाभि: 
| वंशस्यो्ध्वे व्याघ्रचर्माभिरामम्‌ | 


+ 
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नामानि 


१. त्रिशूलः 


a 


(mAn 


भूज़ कोलकललाटपट्टधुक 
o पत्रवर्ल्ली बहुरत्नशोभितम्‌ ॥ 
कर्णयोवर्ष्‌ः पाश्वं चामरैः 
पादनूपुरसभ्रूषणान्वितम्‌ ॥ 
देवानां वाहनं सिंहं लक्षणं वक्ष्यतेऽधुना । 
इवेतवर्णनिभं सिंहं रक्तवर्णं च केशरम्‌ । 
अन्तस्थले त्थं वास्यं कर्णान्तं स्थितरक्तयुक्‌ ॥ 
वालचन्द्रवदाकारं नखं दन्ताकृतिस्तथा ॥ 
एवं प्रोक्तं सिहरूपं जनानाम्‌ 
देवानां देवीनां च कल्पयेद्‌ बाहनं च । 
मानं सर्व चोक्तवद्‌ ग्राह्ममेवम्‌ | 
शयनं वा स्थानकं चासनं वा कल्पयेत्‌ ॥ 


स. आयुधाः--षट्त्रिशदायुधलक्षणम्‌ (Fe To २३५) 


आयुधानामतो वक्ष्ये नामसंख्यार्वाल क्रमात्‌ | 
न्रिशूलच्छुरिकाखङ्गसेटाः खट्वाङ्गकं धनुः ॥ 
वाणपाशाङ्कू शा घण्टारिष्टिदर्पणदण्डकाः | 
TMA गदावञ्त्रशक्तिमुद्गरभृशुण्डयः ॥ 
मुसलः Tada कत्तिका च कपालकम्‌ | 
frc ahs pg च हलः कुन्तस्तथव च ॥ 
पुस्तकाक्षकमण्डलुश्रुचयः पद्मपत्रके | 
योगमुद्रा तथा चैव पट्त्रिशच्छतरकाणि च॥ 


षोडशाख्यं पदं कृत्वा पदेन नाभित्रृत्तकम्‌ । 
तदूर्ध्वे चोभयपक्षौ भीषणाग्रो प्रकीतितौ ॥ 
पटठास्त्रांशशक्तिपिण्डवलणं कटपण्कावृतम्‌ b 
उभयोः कटकोपेतो मध्ये शक्त्यंश उन्नतः॥ 
दशभागभवेद्‌ दण्डं पृथुत्वं चैकभागिकम्‌ ॥ _ 


धुरिकालक्षणं वक्ष्ये यदुक्तं परमेश्‍वर. 
कौमारी चैव लक्ष्मीरच शंखिनी Fel तथा 
पापिनी शुभगा लाक्षा षडङ्ग, 
द्वादश्ञान्तिमाङ्ग,लान्यङ्ग.लः 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


३, खड्गः 


४, खेटकम्‌ 


५. खट्वाङ्गः 


६-७. धनुर्बाणौ 


८-९. पाशांकुशौ 


१०-१३. घण्टा-रिष्टि 
दर्पण-दण्डा: 


१४-१६. शंख-चक्र-गदा: 


१७-१८. वज्र-शक्ती 
१९-२०. मुरद्ग-भृशुण्डी 
२१-२२. मुसलपरशू 


२३-२५. कतिका-कपाल 
शीर्षकानि 


(c IO) 


चतुरज्ध ला भवेन्मुष्टिरध्वे cay लताडिता । 
मुष्टिकाधो यवाकारो जडनार्थ च कीलकम्‌ ॥ 
शस्त्रं शतार्वाङ्ग,लं स्यान्मध्यमं तुहिहीनत: । 
तद्‌ द्विहीनं कनिष्ठं स्यात्‌ त्रिविधः ख द्भ उच्चते ॥ 
४५०८०६४ द्भवामूर्ध्वे तानिकोभयपक्षतः | 
पालिकोर्ध्वे ud कुर्यात्ताडकावस्तुग्राहकम्‌ ॥ 
जडिद्वयं ग्राहके च जवकः खड्ग उच्यते | 
ख द्गमानोद्भवो व्यासो FAG erat तथाधिकः। 
तद्ृदग्न पुनस्त्त्वेत्रंज्थेष्ठमध्यकनिष्ठकम्‌ ॥ 
उभयपक्षे चान्तरं तु चतुर्दशाङ्ग ले भवेत्‌ । 
हस्ताधारट्वयं कुर्यात्‌ वृत्ताकारं तु वारुणम्‌ | 
irs xe 2... ... 1: 
' ““धनिर्मासं त्रिनेत्रज्ञात्वावंडपम्‌ । 
३वेतासं सुगस्र `` ? हेमदण्डविभूषितः ॥ 
द्विषुष्टयन्धङ्ग,लं मध्यं मध्योध्वे च द्विहस्ततः | 
निम्नं चोभयतः कुर्याद्‌ गृणाधारे तु कणिके ॥ 
Mies गुलं मध्यदेशे चवसोनेगुणेर्मतम्‌ । 
सप्ताष्टनवमुण्टिशच वाणं पुष्प अदग्णे ? युत: ॥ 
कुम्भके कुम्भयेद्‌ वाणं पूरकेण तु TA | 
रेचके रेचयेद्‌ बाणं त्रिविधं दारलक्षणम्‌ ॥ 
मकरद्वित्रिकं वापि पाशो ग्रन्थिसमाकुलम्‌ । 
HHT चांकुशाकारं तालमानसमावृत di 
घण्टां घण्टाक्ृति कुर्यच्चतुर्धारा च रिष्टिका । 
दर्पणं दर्शनार्थं च दण्डः स्यात्खड्गमानतः ॥ 
Tee दक्षिणावर्तश्चचक्रं चारयृतं तथा | 


गदा च खड्गमाना स्यात्‌ पृथुतालं अंकदाणेत्रयम्‌ |! 


वस्त्रं शूलद्वयं दीर्घमेकविशतिशूलतः | 
अर्धेन्दुिभधाराग्रा शक्तिः स्याद्‌ द्वादशा ङ्ग,ला ॥ 
हस्तग्राह्मश्चोरध्वतश्च मुद्गरः Tsay लिः । 
भृशुण्डी युग्मदोरास्या द्विहस्तान्ताग्रचालका ॥ 
विशंत्यङ्ग.लं मुसलं चतुरङ्ग,लवृत्तकम | 
HAART: परशुस्तदण्डः खड्गमध्यतः ॥ 
कतिका क्षुरिकामाना चक्रे च त्रिसमाकृति: | 
शिरोऽस्थिकं कपालं स्याच्छिररच रिपुशी षंकम्‌ ॥ 
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| (XE) 
} 
| २६-२९ सर्प-श्रृद्ध-हल- सर्पो भुजङ्गसित्रफणी re ead गवादिजम्‌ | 
कुन्तकानि हलं हलाकृति: कुर्यात्‌ कुन्तं वै पञ्चहरस्तकम्‌ ॥ 
३०-३३ पुस्तकाक्षमाला- पुस्तक युग्मातालं स्यात्‌ जाप्यामालाक्षसूत्रकम्‌ । 
कमण्डलु-ध्रुचय कमण्डलुश्च पादोनः nd षटत्रिशदञ्ग,ला ॥ 


३४-३६ पद्म-पत्रऱयोगमुद्रा पद्मं च पद्मपंकाशं पत्रं मुक्त च लोलकम्‌ | 
पद्मासनार्थंयुग्मह्स्ता योगमुद्रा तथोच्यते ॥ 
शिल्प १६, ५४. ६३३ यद्द्रव्येण कृतं विम्बं तेनैवायुधमाचरेत्‌ । 
शता ङ्ग,लायतं चापं नवसप्ताशुगानलैः ॥ 
madi विहीनं वा नवधा धनुपोदयम्‌ | 
पूर्ण मुष्टिस्तु नाह्‌ःस्यान्मध्यादग्रौ क्रमात्‌ कृशौ ॥ 
अग्रावर्धाङ्ग,लौ व्यासौ वृत्तौ कायौं गुणाङ्भ,लौ | 
चितौ आयत्रिभागैके बाणनाभिस्तु मूलतः? ॥ 
चापायामाष्टभागोनं रज्जुदीघं मुदाहूतम्‌ | 
त्रिवक्रसहितं वाथ बालेन्द्वाकारमेव वा ॥ 
एकविशाङ्गा,लं बागदोघं तद्‌द्विगुणं तु वा। 
कनिष्ठा ङ्ग,लिमानेन परिणाहं शरस्य qud 
आस्यायामं पञ्चमात्रं TAM चेव तत्समम्‌ । 
आस्यदीर्घसभं पुच्छं पत्रवन्धविचिततम्‌ ॥ 
पत्राणामङ्भ,लं व्यासं पृष्ठे ज्यानाभिमाचरेत्‌ । 
पुच्छतारत्रिभागँकं नाम्यगाघं च विस्तृतम्‌ ॥ 
ew भान्वङ्ग,लायामं कुर्याद्‌ युक्त्या बहिमुखम्‌ | 
मृगं वहिरमुखं वाथ कुर्यादन्तम्‌ंखं तथा ॥ 
ह्वादशाङ्ग,लमायामं तस्योच्चं ग्रुक्तितश्चरेत्‌ । 


द्वादशाङ्भ.लविस्तारं चक्रं शङ्कं तथव च॥ 
डमरोर्दीघविस्तारे वसुपञ्चाङ्भलान्विते । 


qa TUG a व्यासमायामं चेव तत्समम्‌ ॥ 
बलयद्वयसंथुकतं चमं सूत्रादिसंयुतम्‌ | 
anga तु विस्तारं तारादधं त्रिपादकम्‌ ॥ 
उच्चं कमन्डलोः कुर्याद्‌ यथाकारं तथेव च। 
पद्मं तालसमुच्छयं द्विगुणविस्तारं च पोढा कृते 

मूले पट्टमिलांशतो द्वितरयतो वाधस्तनाष्टच्छदम्‌ ' 
ag ,चूनप्रथमन्जमध्यमुपरिष्टादष्टपत्रं त्रिभिः | 

भागैः ggi करोतु कमलेनामात्र प॑ 
विशत्या प्रतिमा ङ्ग,लैः प्रविततं qur तथ 
ara सद्वितयायि दाथ विततेरण्टाचः 

वतानमारचयतु 


> 
RP SEE I FR RETO DROS TN ON RS 
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द. आभूषणानि 
अ. मोलिलक्षणम्‌ देवानां भूपतीनां च मौलिलक्षणामुच्यते | 
मान० ४९. ४-१७ जटामौलिकिरीटं च करण्डं च शिरस्त्रकम्‌ ॥ 
कु न्तलं केशबन्धं च ` धम्मिलालकचूडकम्‌ | 
मकुटं च (ट) मिति[च ]ख्यातं तत्त दाकारमानतः ॥ 
qaq रत्नपटूटं पुष्पपट्टं त्रिधा मतम्‌ । 
पितामहस्य रुद्रस्य जठामकुर्ट योग्यकम्‌ ॥ 
किरीटमङ्रुटं चैव नारायणस्य योग्यकम्‌ | > 
कन्यक्षा देवतानां च करण्डमकुटमन्वितम्‌ ॥ 
जटामौलि मनोन्मन्या मण्डला (मकुटं) कुण्डलं तथा | 
सरस्वत्याशच सावित्र्याः केशबन्धं च कुन्तलम्‌ ॥ 
अथवा सर्वशक्तीनां करण्डमकुटमन्वितम्‌ | 
किरीटं सार्वभौमस्य चाधिराजस्य योग्यकम्‌ di 
नरेन्द्रस्य करण्डं स्यात्पाष्णिकस्य शिरस्त्रकम्‌ | 
चक्रवत्यादिभूपस्य करण्डमकुटं तु वा ॥ 
पत्रपटूटं पट्टधरे रत्नपट्टं च rfe | 
पट्टभाजः qsqqzé cw चोक्तमेवं quud: ॥ 
प्राहारकास्त्रग्राही च (हयोः) पुष्पमाल्यं प्रकीतितम्‌ | 
चक्रवर्तिमहिष्याइच कुन्तलं मकुटं भवेत्‌ ॥ 
अधिराजस्य नरेन्द्रस्य महिष्याः केशबन्धनम्‌ | 
पार्ष््णिकपट्टध रयो मं ण्डलेशस्य पट्टभाज: ॥ 
एतेषां महिषीणां च धम्मिल्लमकुटमाहृतम्‌, | 
प्राद्वारकास्त्रग्राहाणां महिषीणामलकचूडकम |i 


ब. भूपण-लक्षणम्‌ देवानां भूपतीनां च भूषणानां तु लक्षणम्‌ । 
मात० ५०.१-१८ Beta सम्यक्‌ SANTAS di 


पत्रकल्पं चित्रकल्पं रत्नकल्पं च मिश्चितम्‌ | 
एषां च (तच्च) तुविधं प्रोक्तं कुर्यादाभरणं बुधः ॥ 
देवानामपि सर्वेषां कल्पैः (ल्प) सर्व लु योग्यकम्‌ | 
पत्रकल्पं विना सर्वं सार्वभौमस्य योग्यकम्‌ ॥ 
रत्नं मिश्रं च योग्यं स्यादधिराजनरेन्द्रयोः | 
अन्येषां भूपतीनां च मिश्रकल्पं च योग्यकम्‌ ॥ 
पत्रवल्लीर (इली भिर) लडकृत्य पत्रकल्पमिति स्मृतम्‌ | 
पुष्पवल्ली च (रली मिइच्‌ ) चित्रेश्‍च स्व रत्नैरलंकृतम्‌ ॥ 
| एतत्तु ami तु नाटकाभिरलंकरतम्‌ । 
| पुण्परत्नैरलंकृत्य भूषणं रत्नकल्पकम्‌ ॥ 
पत्ररत्नैशच संभूष्य भिश्रकल्पमिति स्मृतम्‌ | 
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हारोपग्रीवकेयूरकटकरच सुपूरिमम्‌ ॥ 
वाहुवलयदामं (म) च स्कन्धो (न्ध) मालावलम्बनम्‌ | 
TRIS वलयं चैव मणिवन्धकलापकम्‌ ॥ 
wis aera विना मध्याङ्ग,लीयकम्‌ । 
मध्ये चोदरवन्धं स्यात्तस्योध्वे स्तनसूत्रकम्‌ ॥ 
यज्ञसत्रादिपार्सवेकसूत्रं स्यात्तु स्तनावृतम्‌ । 
पुरसूत्रलम्वनं qd यज्ञसूत्रं तु बन्धनम्‌ I 
कटिसूत्रावसानं स्यात्पुरसुत्रमिति स्मृतम्‌ । 
वक्षस्थले च हारं स्यादुपग्री वहृदयान्तकम्‌ ॥ 
बाहुमूले तु वलयं दाम कक्षावसानकम्‌ | 
बाहुमा (मू) लावलम्बं स्यात्केयूरकटकान्वितम्‌ ॥ 
बाह्वायामस्य मध्ये तु केयूरकटकान्वितम्‌ । 
तदूर्ध्वे पूरिमं कुर्यात्‌ कणं मकरभूषणम्‌ ॥ 
कटिसूत्रं तु संयुक्तं कटिप्रस्थ (प्रान्ते) सपट्टिका । 
Werd पट्टिकान्तं स्यात्तन्मध्ये सिंहवक्त्रवत्‌ ॥ 
अथवा रत्नबन्धं स्यात्स्यादामेढ्विनिर्गंमम्‌ । 
fred (नीलं) च पञ्चपाइवे तु मध्ये दामचलान्वितम्‌ t 
पीताम्बरदुकुलं च नलकान्तप्रलम्बनम्‌ | 
अथवा जानुपर्यन्तं चमंचीरं च वाससम्‌ ॥ 
जङ्कादिवलयोपेतं पादजालादि भूषम्‌ । 
बिहाय तर्जेनीं सर्वे (tor) ङ्ग,लेर(लेष्व) ङ्ग,लीयकम्‌ ॥ 
ऊर्ध्वकाये च हारादि पाइवं योर्वात (तु) लम्बनम्‌ i 
मध्ये दामं (म) च लम्बितं स्याच्छन्नवीरमिति स्मृतम्‌ ॥ 
इत्युक्तं भूषणं देवैश्च (वानां च) क्रवतिन इति स्मृत । 
चक्रव (त्तिन) स्तदा विष्णोवंनमाला विभूषषणम्‌ ॥ 
अधिराजतरेनद्राम्यां (a: ) विनासूत्रोपरिस्तनो । 
अन्येषां सर्वंभूपानां केयूरकटकं बिना ॥ 
सवेंषामपि देवानां गुल्फस्योपरिदेशके । 
भुजङ्गगकटकोषेतं पादनूपुरसंयुतम्‌ ॥ | 
कणं विभूषणं कुर्यान्मकराङ्कितकुण्डलम्‌ | 
अथवा स्वणंताटङ्को शेषं तु पूर्ववद्‌भवेत्‌ ॥ | 
अङ्ग भूषणमित्युक्तं ET 


पर्णमञ्जूषकादीनां दोलाया _ 
भूपानां च _तुलाभारतुलालक्षण 
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मृगनाभिबिडालस्य शुकस्यापि च पञ्जरम्‌ ॥ 
चातकस्य चकोरस्य मरालस्य च पञ्जरम्‌ | 
पारावतस्य नीडं च नीलकण्ठस्य पञ्जरम्‌ ॥ | 
तित्तिरेश्‍च कुलायं च खञ्जरीटस्य पञ्चरम्‌ | 
कुक्कुटस्य कुलायं च नकुलस्यापि पञ्जरम्‌ ॥ 
चटकस्य गोधारस्य पञ्जरं व्याघ्रपञ्जरम्‌ | | 
सर्वेषां लक्षणं वक्ष्ये विधिना संक्षेपतः क्रमात्‌ ॥ 
स. षोडशाभरणानां लक्षणानि मेखलोर्ध्ते कटिसूत्रं हारोवक्षः स्थलालयः | 
अ० To २३६ मुक्ताफलानि सर्वाणि शुद्धाकर भवानी चा 
१. हार: पाण्डयमातङ्गसौराष्ट्रे हुम सोर्प्पारकौशले | 
वेण्वातटे कलिद्धे च वज्ञाकरसमुद्धव: ॥ | 
एषु मुक्तासमानानि gaunt यानि च। 
अथवा चाहिमात ङ्ग वाराहमत्स्यनक्रजाः ॥ 
शंखजा वेणुजाश्चेव मुक्तानां योनय इमाः । 
निश्‍्चलत्वमन्यूनत्वं निर्वाणत्वं सुगन्धिता ॥ 
सुवेध्यं च मणि वीक्ष्य कण्ठे धार्य्यं च भूभुजे: । 
afgaf यदा तानि त्यजेदेतानि भूपतिः ॥ 
पुराणि (रत्नानि) सौम्यरूपाणि नृपार्थं हार उत्तमः ॥ 


poe 


२. पदकम्‌ पदकं संप्रवक्ष्यामि सर्वरत्नैरलंकृतम्‌ । 
धूली ? मरकतं चाद्यं तथा चेवं सपत्रकम्‌ ॥ 
कोटपक्षोऽपरः प्रोवतो गरुडागार एव च। 
चत्वारो मणयः प्रोक्ताः सर्वे दुःख प्रणाशनाः ॥ 
पञ्चधा भाजितेक्षेत्रे पुनस्त्वेवं च पञ्चभिः । 
तन्मध्ये च महादिव्यं मरकतं सुरवल्लभम्‌ ॥ | 


माणिक्यं पूवेतो देशे दाडिमीबीजसप्रभम्‌ | 
उदिताकंसमच्छायं प्रभामण्डलमण्डितम्‌ ॥ 
दुस्यते तत्तु माणिक्यं दक्षिणं दिशमाश्रितम्‌ | 
पद्मरागनिभं स्वच्छं दीपकांशु स्वभावकम्‌ ॥ 
| : अपरं च महादिव्यं माणिक्यं ब्रह्मवल्लभस्‌ | 
सुस्निग्धं दुरधवत्स्वच्छं दाडिमी कुसुमप्रभम्‌ ॥ 
तन्माणिक्यं तु कौबर्यां शाइवतं शक्तिपूजने | 
दक्षिणोत्तरप्राचीषु नीलं वै वज्वत्‌ क्रमात्‌ ॥ 
तन्मध्ये विदिशायां च ast शक्रस्य वल्लभम्‌ | 
पद्माकारं घृतं दद्यात्परिघौ नालरूपकम्‌ ॥ 
i विचित्रकण्टकेयुक्तं पत्रशाखाविभूषितम्‌ | 
| दण्डश्ुडखलरूपं च खचितं चित्ररत्नकः ॥ 
vu मध्यभूमो स्याद्‌ हुदयानन्दकारकम्‌ | 


CC-0. Gurukul Kangri Collection, Haridwar 
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३. श्रीबत्सम्‌ 


४. कोस्तुभः 
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श्रीवत्सं संप्रवक्ष्यामि सदा विष्णोदच वल्लभम्‌ ॥ 
चतुरस्रं समं कृत्वा रसभागविभाजितम्‌ । 
चतुष्पदं च मध्यस्थं रमणं कलिको द्भूवम्‌ ॥ 
बाह्यपडवती दिशायां च चतुर्भागैश्चतुदिशम्‌ । 
कोणे पदानि चत्वारि दिशायां ufer पत्रकम्‌ ॥ 
क्षिपेत्समस्तगर्तेषु शुचीर्वीराहकणिकाः । 
Trt च महारत्नं सर्वलक्षणसंयुतम्‌ ॥ 
तस्याऽधः पङ्कजं दिव्यमष्टपत्रं सकेरसरम्‌ । 
मृणालग्नन्थिबल्लीकं कन्दं कलिविभ्ूषितम्‌ ॥ 
वर्तता किता सा तु कथ्यते तेऽधुना पुनः । 
क्षेपगत्तंकमध्यस्थं मध्ये चोपाश्रयं क्षिपेत्‌ ॥ 
सोमकान्तिं तस्योपरि सुधाधौतं सदासितम्‌ । 
वर्णानुकमूपरिधो qei TESTATA ॥ 
agak पत्रवल्ली पुष्परागचतुष्टयम्‌ । 
कोणस्थानेषु वैड्य्येचुतुष्क विघ्ननाशनम्‌ ॥ 
चक्रकोणेषु सर्वेषु निक्षिपेत्‌ परिधौ क्रमात्‌ | 
पौंड़मातङ्गसो राष्ट्रहेमसापरिकोशलाः Hu 
वेण्वातरं कलिङ्गरच TAA तथा करा: d 
वर्णातुक्रमकं वक्ष्ये विप्रशूद्रान्तजातिषु ॥ 

(इतः परं भ्रष्टो ग्रन्थः) 

7 - 4 


तदधस्तान्मृणालं च कण्टककलिभ्रूषितम्‌ ॥ 
मध्यभूमौ समस्तायां पत्रपंवितविराजितम्‌ | 
दिक्स्थानेषु स्थितं बाह्ये पद्मराग चतुष्टयम्‌ di 
महारलनेन्द्रती लाइच चत्वारश्चचतुदिशम्‌ । 
अष्टौ च कोणपत्रेषु पुष्परागास्तथोदिताः ॥ 
तन्मघ्यतो वै शिरीषशाखापत्रविराजितम्‌ । 
समस्तं did मुक्ताभिर्मणिभिस्तथा ॥ 
बिचित्रपत्रशंयुक्तमूध्वें कुर्यात्‌ सुरूपकम्‌ । 
दण्डस्तु भागविस्तीर्णो द्विभाइचोर्ध्वतो भवेत्‌ ॥ | 
उगान्तं tama हीरकः खचितं तथ 
अन्तरे तस्य माणिक्यमुदिताकसमप्रभम्‌ db 
उपाश्रयं च संक्षिप्य व्युप्तं 


Mu" हब ded e Lies 


X. पत्राभरणम्‌ 


by 


शेखरादित्रय॑ मुकुटम्‌ 


६. .रेखरमु० 


v. किरीटमुकट: 
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- मखतं वामदेशे च साक्षाद्वंविष्णुदैवतम्‌ ॥ 
- दक्षिणे पद्मरागं च पुरुषाख्यवपुः कृतम्‌ । 


मुक्ताफलमयी श्रेणिरण्डकंरावृता सदा। _ 
वञ्चवड्ग्संगोमेदपुष्परागेन्द्रनीलकाः ll 
: एते-पञ्च सह 
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दुर्लभ: कौस्तुभश्चायं सुरासुरनरोरगे: | 
सौम्यकान्तिं विना विष्णुं नाऽपि देवेरवाप्यते ॥ 
प्रथमं शिशुपत्रं च सकलं च द्वितीयकम्‌ | 
स्वस्तिकं तु तृतीयं च agar चतुर्थकम्‌ ॥ 
तथान्यत्सवंतोभद्रं पञ्चपत्रमिति स्मृतम्‌ | 
क्षी रार्णवसमृत्पन्नं मुद्रारूपं तथोत्तमम्‌ T 
हेममयानि सर्वाणि चितानि मणिरलत: | 
हृदि कण्ठे तथा मूध्नि सदा धार्याणि भूपते ॥ 
मुकुटं सम्प्रवक्षप्रामि ज्येष्ठमध्यकनिष्ठकम्‌ | 
शेखरं प्रथमं नाम किरीटं च द्वितीयकम्‌ ॥ 
तृतीयं चाऽमलासारं मूले मुकुटमण्डनम्‌ | 


शेखरं शिखराकारमक्भत्रयविभूषितम्‌ ॥ 
तन्मध्ये च. महारत्नं asi वे रुद्ररूपकम्‌ | 


त्रिभिः cuu रत्नमयं मूलदेशे प्रपूजितम्‌ ॥ 
सदाशिवो मध्यपट्टे श्रेणीयुक्तशच मण्डितः | 
पद्मरागेर्च मणिभिरिन्द्रनीलादिभिस्तथा ॥ 
पूरिताहीरककणैः समस्तां खचिता मही 1 
पत्रुवल्ली त्रिभङ्खी च कणिका कलिकर्यतम्‌ ॥ 
-अतोवक्ष्यामि मकुटं तथा सुरगणाचितम्‌ | 
पट्टं शसिप्रभाभं च श्रुङ्गपञ्चकसंयुतम्‌॥ 
शशुद्गाण्युपरि चत्वारि त्रीणि चैव तदूर्ध्वतः | 
शुद्धद्दयं तत्परं तदुपर्येकं च JRPA ॥ 
श्वृङ्खाणि चेव कार्याणि मणिभिर्भूषितानि च। 
हीरकेण समायोज्य पत्रवल्लीसमन्वितम्‌ ॥ 
'तत्रमध्ये महादिव्यं सोमकान्तमणिस्तथा | 
धृतं शिरसि संपूज्यं मुकुटं च किरीटकम्‌ ॥ 


वक्ष्येथामलसारं च मुकुटं देवदुर्लभम्‌ | 
अधचन्द्राकृतिपट्टं मुक्‍ताषोडशकावृतम्‌ ॥ 
'पञ्चाण्डकमयं दिव्यं सर्वरत्नविराजितम्‌ | 
खचितं. exh: सर्वं वैडूय्यसणिमध्यगैः li 


पुण्या उपर्युपरितशिचिता: 


ve 


१०. 


११. 


१२. 
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बाहुबल: 


कुण्डलो 


नवग्रह-कंक्रणम 


, वायन्तर समस्ते च पत्रवल्ली विराजिता | 
बिद्रुमञ्च महानीलं कोणजं खचितं सदा । 


( ५१) i Es 


पञ्चरत्नमिदं दिव्यं स्वयमेव सदाशिव: ॥ 
समस्तेषु च कोणेषु कर्केतं लशुनं तथा | 


हातेज: सूर्यकान्तिं मौलिमव्ये च पुष्पकम्‌ ॥ 
पर क्ष्येमानि रत्नानि यानि शुद्धानि तानि च। 
ग्राह्माणि सूत्रधारेण yee uer wd 
मुकुटं दिव्यरूपं च शिरस्युपरि धार्यते । + 
सुरभूमिपतीनां च ह्यन्येषां मुक्रुटं न हि॥ 


कण्ठाभरणकं ज्ञेयं मुक्‍ताफलमयं शुभम्‌ । 
तन्मध्ये पद्मरागं च सूर्यतेजः समप्रभम्‌ ॥ 
ततो बाहुबलं वक्ष्ये स्वंसौभाग्यदायकम्‌ । "d 
मध्येदेशे मरकतः परिधौ सर्वरत्नकम्‌ ॥ : 
aa: खचितं सर्वं शिशुपत्रविराजितम्‌ । 
क्षिपेत्समस्तगतेंषु माणिक्यमणिकादिकम्‌ ॥ 

उपाश्रयस्य चोत्तङ्गे ? पद्मरागमधः स्थितम्‌ । 

कोमलं ललितं नालं हीरकः खचितं तथा ॥ 

कुण्डले मुकुटं चेतच्छुङ्कारार्थं त्रिकं सदा | 1 
मुक्ताफलमयी वल्ली चामीकरं तस्यान्तरे ॥ 
एषां गर्तेषु «dg हीरकं क्षेपयेत्सदा। 
पद्मरागं तस्य मध्ये दिव्यकान्तिं सुतेजसम्‌ "o 
योज्यं च कंकणं बाह्मोनेवरत्नमयं शुमम्‌। | 
हीरकं पद्मरागं च. महानीलं च मौक्तिकम्‌ ॥ _ Ey 
मरकतं विद्रुमं पुष्पं गोमेदं लशुनं तथा। 
एतेभ्यश्च महादिव्या ग्रहाइचँव यथा प्रभाः ॥ 
यद्धश्ते कंक्रणं दिव्यं शुद्धरत्नेः समावृतम्‌ | 
तस्य गेहे महापीडा न भवन्ति कदाचनी। | 
गाङ्गेयं निकषे' शुद्धं दिव्यं 
महारत्नं तस्य मध्ये माणिक्यं वामदक्षि 
परिधौ हीरकं चेव तौक्ष्णध 
हस्तकण्डं शशंभाव तंच पुरविशवेः 
तन्मध्ये च पद्मरागं मरकतं 
मुक्ताइच वामदेशे तु 
हारङ्ककणतिबद्धं 
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१३. रांमचन्द्र-खड्गम्‌ रामचन्द्रं प्रवक्ष्यामि हस्तकाब्जस्थितं सदा | 
तन्मध्ये च महादिव्यं माणिक्यं सूर्यसन्निमम्‌ ॥ 
अष्टपत्रं क्षिपेद्‌ गर्भे संकीर्णं हीरकैस्तथा | 
कर्णांइचपूरयेत सर्वं ? पत्रपत्रेष्वयं विधिः ॥ 
कलितं कलिकाभिरच चामीकरं करं तथा | | 
इदं खङ्गं महादिव्यं सर्वपापप्रणाशनम्‌ ॥ 


१४. अंगुलिकाः मस्तके मध्यतः कुर्यादुभयोः हीरकं तथा। | 
(1) अंगुलिक्रम्‌ मुणालदण्डसदृशं कार्य चेवाङ्ग,लीयकम्‌ ॥ i 
(11) युगलाज्भ fom aai पद्मरागं च हीरकं च दक्षिणोत्तरे । 

हरिब्रह्मात्मकं नाम युगलं च तदुच्यते ॥ 
(ii) टीका-त्रिपुरुषम्‌ सोमक्रान्तियेदा मध्ये मरकतं दक्षिणे स्थितम्‌ । 
माणिक्यमुत्तरे देशे उक्तं त्रिपुरुषं च तत्‌ ॥ | 
(iv) अंगुष्ठम्‌ मरकतं पुष्परागश्च माणिक्यं मौक्तिकं तथा | | 
हीरकं च यदा मध्ये आज्भ C तत्‌सदाशिव: ॥ | 
(v) अर्द्धाद्भू लिकम्‌ कर्निष्ठां gesi चक्रसद्य इति प्रभा । 
मृणालदण्डसदृशं aig far कृतम्‌ ॥ 
(vi) amarr अन्योन्यतः स्थिते ast तद्वारा प्राङमुखी तथा | 
ट सा विज्ञेया वञ्जवारा इन्द्रकान्त ? दयुतिप्रभा ॥ 
(vii) ag fam शुद्धस्यान्ते मणीसर्वे निर्दोषा हेमसंयुता: | 
तस्य तुष्यन्ति देवा वे येन चाद्भ,लिका धृता ॥ 
१५, कुंडलम्‌ सर्वरत्नमयं दिव्यं पूरितं हैरकैः कणैः। 
कुंडलं तदिति प्राजञैर्वासुदेवे उदाहृतम्‌ ॥ 
१६. पादमुद्रिकाः पादाङ्ग.लीषु सर्वाधु मुद्रिका रत्नवजिता: | 


. Œ कुर्यादन्यथा मूढस्तत्पादौ छेदयेन्नृपः ॥ 
fzo—t रत्नानां पादयो रप्रयोज्यत्वम 


पादेन स्पशयेद्रत्नं यो नरो देवनिमितम्‌ | 
`स पतेन्नरके घोरे राजवध्यस्तथा भवेत्‌ ॥ 
टि०-२ आभरणायोज्याः 


वनेचरा जलचरा क्रेमिकीटपतङ्गकाः | 
कुर्यादाभरणं dg यदिच्छेज्जीवितं चिरम्‌ ॥ 


किरीटादि लक्षणम्‌ (शिल्पः १६. १-५३) 


अ. आभूषणानि अत्रेकाङ्ग,लसम्मितेन परिवेष्टयोष्णीषपट्टेन के, 
कोटीरं मकुटोज्ज्वलं विरचयेदष्टाङ्ग_लैः सवेत: | 
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ढथप्टाभिधृतिसम्मितैदिनकरदन्दरपरमैरङ्ग.लैः i 
रुष्णीपोपरि भासमानमकुटोपेत किरीटं हरी ॥ 
कुर्यात्किरीटं शिखरैरुपेत॑ त्रिपञ्चसप्तप्रमितै्यथाहृम । 
अण्डोपमं वा कमलोपमं वा छत्रोपमं वा कमठोषमं वा ॥ 
युग्मसंख्या जटा कार्या उभयो: पादवंयो: प्रथक्‌ | 
दातिशन्मात्रमारम्य अर्थैकाङ्ग_लवृद्धितः ॥ 
एकपष्ट्यद्ध _लान्तं तु जटादीर्षमुदाहृतम्‌ । 
अधोजटा दीर्धतमास्तस्मादुर्ध्वो्वंगास्तथा ॥ 
क्रमान्न्यूना तु कर्तव्या Tee समान्तरा d 
कनिष्ठाङ्ग,लपरीणाहं जटानाहमुदाहृतम्‌ ॥ 
जटामकुटतुङ्गं तु चतुविशाङ्ग,लं तु वा। 
walang at वाथ कुर्यादप्टादशाङ्गलम्‌ ॥ 
सप्तादशाङ्ग,लं वाथ पोडशाङ्ग,लमेव GT | 
शान्तान्मकुटान्तं तु ललाटे पट्टसंयुतम्‌ ॥ 
मुखान्तव्याससदृशं मकुटस्य विशालकम्‌ d 
JAI वा त्रिपादं वा यथाशोभं प्रकल्पयेत्‌ ॥ 
तत्सप्ताष्टनवांशेकहीनमग्रविशालकम्‌ l 
चतुष्पूरिमसंयुक्त॑ भान्वंशं पूरिमोदयम्‌ ॥ 
शम्भी जटायां कतंव्या fer गङ्गा प्रमाणत: | 
` भान्वद्ध,लायता वाथ NETRAA ॥ 
हदयेऽञ्जलिसंयुक्ता प्रोक्तस्त्रीलक्षणान्विता 1 
किरीटमतुटं चेव केशां वा तत्र कल्पयेत्‌ ॥ 
मूलादग्रं क्रमात्‌ क्षीणं करण्डमकुटस्य तु । 
अग्रस्य  मुकुलाकारं मकुटस्य प्रकल्पयेत्‌ |i 
त्रिञ्चसप्तस ङ्क स्तु करण्डेश्च विराजितम्‌ । 
करण्डमकूटं कार्यमन्यत्‌ सर्वं यथापुरम्‌ ॥ 
त्रिचतुष्पञ्चमात्रं स्यात्‌ पत्रकुण्डलविस्तृतम्‌ । 


यवं वृत्तधनं प्रोक्तं इवेताभं वात्र aa | 


मकरं कुण्डलं वाथ सिंहकुण्डलमेव 3 
गजादिकुण्डल॑ वाथ द्विचतुष्पञ्चमात्रः 
कुर्याद्‌ व्यासं च तुङ्गं च तत्तदाकाः 
वृत्तकुण्डलविस्तारमष्टादशववं | 


eee eee mea 


ER TEE SET 
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कंटकं वलयोपेत॑ प्रकोष्ठे तु प्रकल्पयेत्‌ । 
कतिष्ठाङ्ग,लिपरीणाहं वलयं वर्तुलंतुवा ॥ 
अथवा वलयस्यैव घतं fafai तु वा। 
घतद्विगुणविस्तारं नानारत्नविचित्रतम्‌ ॥ 
युगलं युगलं तत्तु प्रकोण्ठेषु प्रकल्पयेत्‌ | 
केयूरं कोर्परादूरध्वे वलयोक्तघनास्वितम्‌ ॥ | 
एकाकारं तु केयूरं साष्टपादाब्जसंयुतम्‌ । 
नानारत्नसमायुक्‍तं शोवलाभमथापि वा ॥ । 
पत्रपुरितसंयुक्तं वाहुमध्ये प्रकल्पयेत्‌ । | 
पत्रपुरितनालं तु केयूरसदृशं घनम्‌ N 
तत्पूरितादधोनालं वाहुमित्यावृतं तु वा | 
त्रिचतुष्पञ्चमात्रं वा पत्रपूरतविस्तृतम्‌ ॥ 
तद्वयास।र्धं तु ad पादोनद्विगुणं तु वा । 
द्विगुणं वापि कतंव्यं तद्बाहुवलयं भवेत्‌ ॥ 
Wear «i विना शेषा ag ला मुद्रिकान्विता 
मुद्रिकामूलपर्वंस्था वृत्ता यवघनान्विताः ॥ 
रत्नचित्रविचित्रा वा तत्तद्योग्यं समाचरेत्‌ | 
मध्याङ्ग.लाग्रमभये चचुकोध्वंसमं भवेत्‌ ॥ 
तर्जन्यादिकनिष्ठान्तास्तुल्यमूलास्तु वत्रिता | 


— 


ईषद्‌ वक्रितमज्भ प्ठमूर्ध्वाग्न॑ तु बहिर्म्‌खंम ॥ 
तर्थव वरदं कृत्वा मणिबन्धकटौ पुन: | 
मध्याङ्ग,लाग्रमालम्ब्य मेढाग्र.न्तं बहिर्मुंखम्‌ ॥ 
तदेव सिहकर्णाख्यं तलमध्यगतं यदि | 
FENG A वक्राभं तदुपान्तगतं तथा ॥! 
अनामिकाग्रं शेषाः स्युः पूर्ववत्‌ परिकल्पिताः | 
अभयाकारमालम्ब्य हस्तमूरी सर्मापतम्‌॥ 
यदि ततूकटकं प्रोक्तं मणिबन्धं quate: | 
एकद्रित्र्यङ्ग ae बाह्ये edad बुद्धिमत्तर्मः ॥ 
हिक्का सूत्रसमं मध्यमाग्रमूर्ध्वानतं करम्‌ | 
बहिर्मुखं कतंरी सा शंखचक्रादिसंयुता ॥ 
वक्रौ त्वनामिकाङ्ग ष्ठौ तलमध्यगतौ पुन: | 
कि्चित्वक्रा कनिप्ठ। सा द्वावन्यावप्यृजुक्रियौ ॥ 
तथा सूचीति विख्याता कणंमूत्रसमोन्नता | 
aiam तदा तत्र योजयेदङ्कू,शादिकम्‌ | 
Fe, ; ; अद्ध,ष्ठानामिकामध्यमाद्ध_ल्यस्तलमध्यगा: । 
१ UA किञ्चिद्रका कनिष्ठा सा तर्जन्यृजुतरा भवेत्‌ ॥ 
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यज्ञोपवीतं सर्वेषा यवाष्टांशघनान्वितम्‌ | 
उपवीतं व्रिसूत्राढय मुरस्सूत्रसमन्वितम्‌ ॥ 
एकमेव ह्य, रस्सूत्रमुपवी तघनान्वितम्‌ ॥ 
वामस्कन्धोपरिप्टांतत नाम्यधौ ब्वयङ्ग लान्ततः ॥ 
यज्ञोपवीतदीर्ध तु नाभेदंक्षिणपाइवंगम्‌ । Pr 
अपरे वंशमाश्रित्य ampi निधापयेत्‌ ॥ e 
ऊरु! उरस्सूत्रं सप्तालम्व्य स्तनादप्टाद्ध.लान्तरे । 
यज्ञोपवीतवत्कार्य स्कन्धयोरुभयो रपि ॥ 
| | Tate योन्यूर्थ्वे चन्नवीरमिदं विदुः ॥ 
| हिवकात्‌ पडङ्ग.लाधस्तात स्तनयोर्मध्यदेशतः। 


ग्रेवेयहा रमाख्यातं वेदमात्रवितानकम्‌ ॥ ह 
यवत्रयं घतं तस्य नानामणिहिरण्मयम्‌ | a 
कण्ठादुदरब न्वान्तमक्षमालां प्रकल्पयेत्‌ । ET 
हृन्मालेति प्रसिद्वा सा स्कन्वमालां च कारयेत्‌ ॥ : 
aah Y pe 
नानापुष्पमयी स्कन सा सम्प्रकीतिता । »: 


कटिसूत्र त्रिभिः सुत्रे: सूत्रं प्रति यवं घनम्‌ ॥ 
कटिसन्ध्योपरिष्टाततु रत्नचित्ितमाचरेत्‌ । 
| । मेढ़ादधः कृत्तिमास्यं पञ्चपट्प्तमात्रसकम्‌ ॥ 
| तारं तारसमं तुङ्गं घनमर्धाङ्ग,लं स्मृतम्‌ । 
| | * ततोरुमानत्र्यंशान्तं मुक्तादामादि लम्बयेत्‌ ॥ | E 
पादो जालर्कसंयुक्तौ गुल्फावस्तात्त्वव च|. o 
जालकाबद्धसुत्रं तु यवद्वयघनान्वितम्‌॥ | 
| तत्सूत्राज्जालकालम्बं त्रिपञ्चयवमानकम्‌ | 
त्रियवं जालनालं तु व्यासतुत्यं तदुन्नतम्‌ ॥ 
यवमानं घनं शेषं गाढमत्र प्रकल्पयेत्‌ । 
गाढयुक्तं तु वृत्ताभमन्तःपाषाणसंयुतम्‌ । 
' E गाढहीनं घनं वात्तंदुषदत्र न कारयेत 
Ca भुजङ्गवलयं यत्र प्रकोष्ठादिषु 
: p. 3 तत्प्रदेशपरी णाहातू 
{4 M T H तदहीर्घादुपरि ख्यातं फणं | 
mE ` सप्ताद्ध.लं तु विस्तारं घनं 
अतितीक्ष्णातरे fag 


E सची रचर्मादिक 
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य. प्रतिमा-मुद्राः 
(i) पताकादिचतुष्षष्टिहस्तमुद्रा:ः (स०सू० ८३) 


A^ 


२४. असंयुत-हस्ताः पताकस्त्रिपताकश्च॒ तृतीयः TIJE: । | 
अर्धचनद्रस्तथारालः शुकतुण्डस्तथापरः ॥ 
afters fava कपित्थः खटकामुखः | 
qara: पद्मकोशाहिशिरसो मृगशीषंक: ॥ 
काङ्ग,लकालपझ्श्च चतुरो  भ्रमरस्तथा d 
हंसास्यो हंसपक्षशच सन्दंशमुक्ुलावपि ॥ 
ऊर्ण॑नाभस्ताम्रचूड इत्येषा चतुरन्विता । 
gami विशतिस्तेषां लक्षणं कर्मं चोच्यते ॥ 


१३. संयुतहस्ताः त्रयोदशाथ कथ्यन्ते संयुता नामलक्षणैः | 
अञ्जलिइच कपोतश्च करकटः स्वस्तिकस्तथा ॥ 
खटको वर्धेमानश्‍चाप्युत्सद्धूनिषधावपि । 
डोलः  पुष्पपुटस्तद्न्मकरो गजदन्तकः ॥ 
अवहित्याभिधानइच वर्घमानस्तथापरः | 
अञ्जलिइच कपोतरच quc: स्वस्तिकस्तथा? | 
ध्योदशते कथिता हस्ताः संयुक्तसंज्ञिताः ॥ 


२९. मृत्तहस्ताः (२८) लक्षणं नृत्तहस्तानामिदानी मभिधीयते । 
| चतुरश्री तथोद्वृत्तो स्वस्तिको विप्रकीर्णकौ ॥ 
(पद्मकोशाभिधानौ ) चाप्यरालखटकामुखौ । 

श्राविद्धवक्त्रकौ सूची मुखरेचितसंज्ञकौ | 

अर्घेरेचितसंज्ञौ तु तर्थवोत्तानवञ्चितौ ॥ 

पल्लवाख्यो करौ चाथ फेशबन्धो लताकरौ | 

करिहस्तो तथा पक्षवञ्चिताख्यौ ततः परम्‌ । 

पक्षप्रयोतको चैव तथा TESTAT 

ततश्च दण्डपक्षाख्यावूध्वंमण्डलिनो ततः। 

पादवंमण्डलिनो तद्ववदुरोमण्डलिनावपि ॥ 

अनन्तरं करी ज्ञेयावुरःपाइरवार्धमण्डलो । 

मुष्टिकस्वस्तिकाख्यौ च नलिनीपद्मकोशको ॥ 

ततश्च कथितौ हस्तावलपल्लवकोल्बणौ | 

ललितो बलिताख्यावित्येकान्नत्रिशदी रिताः ॥ 


(ॐ) पादमुद्राः-वेष्णवादिषड्स्थानकमुद्राः (स०सू० ८०) 


अथान्यान्यभिषीयन्ते चेष्टास्थानान्यनेकदाः | 
यानि ज्ञात्वा न मुह्यन्ति केपि चित्रविचक्षणाः ॥ 
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वष्णव समपादं च वैशाखं मण्डलं तथा | 
प्रत्यालीढमथालीढं स्थनान्येतानि लक्षयेत्‌ ॥ 
(अश्वक्रामत्तमथायामवि हितनाकत्र यं स्त्रीणाम)?। 
द्रौ तालवद्धंतालशच पादयोरन्तरं भवेत्‌ ॥ 
तयोः समन्वितश्चैकस्त््यश्रः पक्षस्थितोऽपरः | 
किञ्चिदञ्चितज ङ्कं च (शगात्रभोज्यचसंयतम ? )u 
बेष्णवस्थानमेतद्धि विष्णुरत्राधिदेवतम्‌ । 
समपादे समौ पादो तालमात्रान्तरस्थितौ ॥ 
स्वभावसोष्ठवोपेतो ब्रह्मा चात्राधिदेवतम्‌ । 
तालास्त्रयोऽर्धतालश्च पादयोरन्तरं भवेत ॥ 
| अश्रमेकं द्वितीयं च पादं पक्षस्थितं लिखेत्‌ । 
arate ? भत्रत्येवं स्थानं बैज्ञाखसंज्ञितम्‌ ॥ 
विशालो भगवानस्य स्थानकस्याधिदैवतम्‌ | 
एन्द्रं स्यान्मण्डलं पादौ चतुस्तालान्तरस्थितौ ॥ E 
त्यश्चपक्षस्थितिश्चैव कटिर्जानुसमा तथा | E 
xard दक्षिणं पादं पञ्चतालान्तरस्थितम्‌ । 
श्रालीढं स्थानकं कुर्यादुद्र्चात्राधिदेवतम्‌ । 
/ कुञ्चितं दक्षिणं कृत्वा वामपादं प्रसारयेत्‌ | र 
| आलीढं परिवर्तेन प्रत्यालीढमिदं स्मृतम्‌ । ; 
दक्षिणस्तत्र समः पादस्व्यश्र: पक्षस्थितो$पर: | 
समुन्नतकटिवामइचावहित्थं तदुच्यते | 
एकः समस्थितः पादो द्वितीयोऽग्रतलान्वितः ॥ 
(शुद्रमविद्धं वात ?) श्चक्रान्त उच्यते। 
स्थानत्रयमिदं स्त्रीणां नुणामपि भवेत्‌ ववचित्‌ ॥ 

शरीर-मुद्राः (चेष्टाः) 
L ऋज्वागतादिस्थानलक्षणं अत ऊध्वं प्रवक्ष्यामि नेविस्थानविधिक्रमम्‌ | 
Wo Fo ७९ संपात्यारुघाणां ? fg जायन्ते नव वृत्तय: ॥ 
पुरवंमुज्वागतं तेषां ततो$धर्ज्वागतंभवत्‌ । 
ततः साचीकृतं विद्यादध्यर्धाक्षमनन्तरम्‌ ॥ 
qadamda परावृत्तानि तानि च। 
त्र्रज्वागतपरावृत्तं i 
साचीकृतपरावृत्तं 


ब, 
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maiaa ? व्यन्तरं चैकमन्तरे॥ 
ऋज्वागतपरावृत्तपाइर्वाभ्यागतयोदे श | 

अन्तरे व्यन्तराणि स्युः स्थानकान्यपराणि अपि | 
अथ वक्ष्ये स्थानविधि क्रमथोगमुपागतम्‌ | 
ऋणज्वागतादिस्थानानि पञ्च वे पुर्वभागतः ॥ 
कार्याण्यपराझमुखानि चतुवृत्ताभिधानि च। 
ब्रह्मसूत्रोद्भवं पूर्वं सन्मुखं चावलोकने || 
अङ्गाभिधानसंज्ञे तु ऋज्वागतादिस्थानतः। 
ऋहज्वागतं ध्रुवं पूर्वं तदाद्यं प्रवृत्तश्रमः ॥ 
स्वाङगुलोद्भवयुक्ता च पादयुक्ता त्रिशोभना। 
भ्रुकेशान्तयोर्मेध्ये च रिरोवृत्ते तु मानतः॥ 
आद्यमृज्वागतं नाम अधंर्जु च द्वितीयकम्‌ । 
साचीकृत तृतीयं तु misale चतुर्थकम्‌ ॥ 
उपर्य्यंथो सूत्रघातैः पराङमुख (वृत्त) चतुष्टयम्‌ | 
ऋज्वागतपरावृत्तमर्धेर्जुपरावृत्तकम्‌ ॥ 
साचीकृतपरावृतं ततो TTT HT । 
इत्युक्तं परभागेरश्‍च परावृत्तचतुष्टयम्‌ ॥ 
उभयर्ज्वागतमध्ये प्रत्यद्धा ज्ञकशोभनम्‌ | 
इति mati stad स्थानकं नवमं विदुः N 
पिपलीकण्ठमध्ये च बाह्वोशचस्कन्धगर्भेतः d 
भक्षसूत्रोद्भवाख्यं च dga प्रतिष्ठितम्‌ ॥ 
नासाग्रं दशनाग्रं च अङगुष्ठाग्रं तथेव च । 
पूर्वे प्रतिष्ठितं सूत्रं क्रमयृक्तिमृपागतम्‌ ॥ 
ललाटनासिकामध्ये चिबुकस्तनयोस्तथा । 
Té च गुह्यमूलं च qaqa प्रतिष्ठितम्‌ ॥ 
कुर्यात्स्थूलं च सूत्रस्थं नासाग्रमात्रनिर्मतम्‌ | 
उच्छ्वासः सा्ंद्वयाक्षोऽङ गुष्ठभूलं वेदाङ गुलम्‌॥ 
क्षिप्त्वा सङ्भमत्रियवं गोजिकामात्रमेव च। 
अधरान्तं गतं सूत्रं हनुकामात्रमेव च ॥ 
ग्रीवा वेदाङगुलो तिक्षप्ता आहिका?मात्रसंज्ञिका | 
जङ्घामध्ये त्रिभागोक्ता द्विगुणं जानु मस्तके ॥ 
पण्मात्रा गुल्फसूत्रे च प्रवेशो निर्गमस्तथा | 
faimea प्रवेशश्च युक्तिमानं विर्धायते। 
काय पृष्ठ स्तनसूत्रे चतुर्दशाङगुल क्रमात | 
नाभिदेशे तथा सङ्कचाऽऽसनसूत्रे चतुर्दश l 
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नयनोन्मीलन-लक्षणम्‌ देवानामपि देवोनां भक्तानां नेत्रमोक्षणम | 


मान० ७० लिङ्गानामुद्वारलक्षणं वस्त्वादीनां यथाक्रमम ॥ 

स्थपतिः प्रकृतिः प्रोक्तः स्थापको जीवमिष्यते | 

तस्मात्कियारम्भतः सह ga संसदा ॥ 

एवं विधाथ चान्येन वस्त्वादीनि कृतान्यपि । 

| वस्तोर्वास्तोस्तु हानिः कत्‌ नाश भवेद्‌ ध्रवम्‌ ।। 
क्कि सृजेन्नयनोन्मेपमन्ध कारानुपत्तये । 

| उदिते तु सहस्रांशो यथा गच्छति समन्ततः ॥ 
तरथैवमस्तमानादि लोचनस्य जनस्य च। 

अन्तर्बहिश्च रागस्तु चार्थनाशं न संशयः ॥ 
अकृत्वा नयनोन्मोक्षं चक्षुरोगो भवेद्‌ ध्रुवम्‌ । 
तस्मात्तु नयनोन्मोक्षलक्षणं वक्ष्यतेऽधुना ॥ 


ह्ये वा मण्डपे वापि स्थपतिस्थापकावुभौ । 
स्थापनात्पूर्वेके कुर्यादुक्तवदङ्क WU ॥ 
पञ्चात्तु सुमुहूर्ते च  कुर्यान्नयनमोक्षणम्‌ | 
प्रासादाभिमुखे चेव चोत्तरे वाथ दक्षिणे ॥ 
नयनोन्मीलनं यागमण्डपं कल्पयेत्सुधीः । 
नवहस्तं सप्तहस्तं पञ्च हृस्तमथापि ar 
चतुरश्रसमाकारं षोडशस्तभ्भमेव F 
ह्वादशस्तम्भमेवं वा कूटं वाथ प्रपाङ्गकम्‌ ॥ 
-चतुदिक्षु चतुर्द्वारं चतुस्तोरणसंयुतम्‌। 
तन्मण्डपस्य मध्यें तु वेदि कुर्यात्तु चोक्तवत्‌ ॥ 
तदग्रे चाग्निकुण्डं स्याद्‌ गोमयालेपनं भवेत्‌ | 
विधानध्वरजसंयुक्तं नानावस्त्रेण संयुतम्‌ ॥ 
पादानां समलङक्ृत्य कदलीफलैयुंतं । 
परितर्चोर्ध्वंदेशे तु रम्भामाल्यैरलङकृतम्‌ ॥ 
पुष्पमाल्ये रलंक्‌ त्य रत्नेस्सर्वरलडकृतम्‌ | 
परुचात्त शिल्पिन: प्राज्ञा: कुयु र्‌ नयनमोक्षणम्‌ di 
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पञ्चविशत्पदं वाथ कल्पयत्पीठमेव वा॥ 
द्भेरास्तीर्यं पश्चात्तु शुद्ध तण्डुलरेखया । 
नानापुप्पैच लाजेश्‍च प्रोक्षयेच्छोभनार्थकम्‌ ॥ 
नवकुम्भैर्‌ aaa पञ्चविशतिभिरेवा । 
विधिवत्क्षालयेत्सवंसूत्रेरावेष्टनं भवेत्‌ ॥ 
शुद्धतोयेन सम्पूर्य वेदिकोपरि विन्यसेत्‌ । 
मध्ये प्रधानकुम्भः स्यादन्ये क्रमात्समन्ततः ॥ 
सर्ववस्त्रत्रैश्च संवेष्ट्य सकूर्चाचयप्रपल्लवेः | 
रांविधानफलैरचँव पुष्पमाल्यैरलङकुतम्‌ ॥ 
उपवेद्युपरि स्थाप्य चोवतवच्चाष्टमङ्गलम्‌ | 
पश्चात्तु शिल्पिभिः प्राञ्चैः पादप्रक्षालनं क्रियेत्‌ ॥ 
विध्युकताचमनं कुर्यात्सकलीकरणं क्रमात्‌ । 
ब्रह्मादीनां च देवानां तत्तत्स्वनाममन्त्रकेः | 
प्रणवादिनमीऽन्तेन क्रमादाराधयेत्पुनः ॥ 
बूपदीपं ददेतप्राज्ञो मध्यकुम्भस्य मध्यमे | 
आराध्य waged भुवनादिर्पात जपेत्‌ ॥ 
घृतगुडशस्यदधिक्षीरान्तं वा निवेदयेत्‌ । 
धूपदीपं दद्यात्ताम्बूलादि निवेदयेतू ॥ 
द्शयेद्धेनुमुद्रादीन्‌ गीतादिनृत्तघोषणैः | 
तदग्रे स्थपतिः प्राज्ञो होमं कुर्यात्ततः क्रमात्‌ ॥ 
समिदाज्यचरुलाजप्रत्येकमष्टोत्तररताहुतिः । 
शुद्धतोयेन सङ्ख्यया पज्चविशतिरेव ar i 
हुल्लेखं बीजमुच्यायं स्वाहान्तं प्रणवान्तकम्‌ । 
विम्बं गायत्रीमन्त्रेण पूर्णाहुति च कारयेत्‌ ॥ 
अरिनिकार्यावसाने तु विधिवद्‌ विम्बमाश्र येत्‌ । 
पुण्याहं वाचयित्वा ब्राह्मणैः सह घोषणैः ॥ 
रत्नशुद्धि ततः कुर्याद्‌ गन्धपुष्पैरिवाचंयेत्‌ | 
स्थपतिः प्रोक्षयेद्‌ बिम्बं सवंमङ्गलघोषणँः ॥ 
धूपदीपं दद्यात्‌ पश्चाद्‌ बिम्बाय गायत्रीमन्त्रतः। 
भाराध्य_ गन्धपुष्पैश्च धेनुमुद्रां प्रदशेयेत्‌ ॥ 
नववस्त्रेश गोप्या ब्रिम्बस्य नेत्रमालिखेत्‌ | 
सर्वान्दक्षिणहस्तेन स्पशयेत्त्वेकचित्तवत्‌ ॥। 
अक्षिरेखां समालिख्य सव्ये$क्षि कृष्णमण्डलम्‌ | 
ब्योतिमंण्डलकं घ्यात्वा सौरमन्त्रं समुच्चरेत्‌ ॥ 
Wa वामनेत्रे तु शशिमन्त्र समुच्चरेत | 
wee — चोचनमालिल्यारिनबीजं समुच्चरेत्‌ |! 


CC-0. Gurukul Kangri Collection, Haridwar 


| y Digitized by Arya Samaj Foundation Chennai and eGangotri अजय जा | 


| ( ६१ ) 


पश्चात्तु स्वणेलेपेन पयसाज्येन लेपयेत्‌ । 
ततः प्रच्छादनं कुर्याद्‌ वस्तराङ्गकनकंः सह्‌ ॥ 
पायसं धनधान्यादिराशि दशंयेत्पुनः | 
स्थपतिवंरवेषाढ्यः प्राप्तपञ्चाङ्गभूषणः ॥ 
waged लिप्य नववस्त्रोत्तरीयवान्‌ । 
स्व्ण॑यज्ञोपतीकच  सितपुष्पशिवः शुचिः ॥ 
स्वमृत्तिसव्यं चास्ये एव मूलकुम्भं तथोत्तरे । 
अन्यकुम्भानि सर्वाणि धारयेत्‌ परिचारक: ॥ 
छत्रचामरसंयुक्तं सवंमङ्गलघोषणैः | 
हम्य॑प्रदक्षिणं याल्वाध्यायघोषणैः सह ॥ 
तद्विम्बं च समाश्रित्य सजलेनाभिषेचयेत्‌ । 
अन्येन सर्वकुम्भातां जलेतोपाङ्गादि पूजयेत्‌ ॥ 
एवं कुम्भान्परिक्षिप्य तत्तसूत्रं समुत्सरेत्‌ । 
नानावस्त्रेण संयुक्तं नानापुष्पेरलङक्रतम्‌ |i 
गन्धानुलेपनमालिप्य सर्वाभरणभूषितम्‌ d 
धूपदीपं दद्यात्‌ पञ्चान्नृत्तगीतादिघषणैः ॥ 
ूर्धादिप्राणपर्यन्तं मातृकाक्षरं न्यसेत्‌ | 
पादादिऊध्वेपर्यन्त॑ पर्यायादि चाक्षरं न्यसेत्‌ ॥ 
अष्टत्रिशत्कलाः सर्वाः तत्तङ्गानि विन्यसेत्‌ | 
अङ्गपादैः cime करणाति च विन्यसेत्‌ di 
पश्चातु मूलमन्त्रेण समध्यानपरायणः d 
आराध्य magia धूपदीपं दद्यात्पुनः ॥ 
पश्चात्तु ताम्बुलादीनि नैवेद्यानि निवेदयेत्‌ | E 
ब्राह्मणव्चाक्षतैः प्रोक्ष्य कुर्यात्त, स्वस्तिघोषण: ॥ 
नृत्तगीतादिमुद्रामिश्च दर्शयेच्छिल्पिवित्तम: | 
नयनोन्मीलनं प्रोवतं पश्चाद्‌ ग्रामप्रदक्षिणम्‌ ॥ 
लक्षणोद्धारमेवोक्तमुक्तवद्‌ रेखया लिखेद्‌ । 
प्रतिमा लोहजा प्रोक्ता तथा रत्तं ठु विन्यसेत्‌ ॥ 
शिलालिद्ध॑ तु बिम्बानाँ यत्तत्कर्मावसानके | 
स्थापनात्पुवेके रत्तविन्यासं कारयेद्‌ बुधः ॥ 
पीठं तस्य च मध्ये तु नवकोष्ठं प्रकल्पयेत्‌। | 


fai ariel मरतकं पिच 
mà पुष्परागं च a _तु कुबेरके 
इन्द्रनील॑ तु चेशे बु विन्यसेद्‌ वि 
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स्थपतिः स्थापकश्चौभौ स्थापयेद्‌ बिम्बलिद्धकम्‌ । 
एवं तु रलविन्यासं शेषमङ्गं यथोक्तवत्‌ ॥ | 
हृदयकमलमध्ये दीपवत्तत्परं स्यात्‌ । | 
कमलजहरिहरादिदेवतानां च सर्व॑म्‌ ॥। | 
विधिमिह सकलरूपं च चक्षुर्मीलनं pg । 
कृतिमिति चाखिलमुक्तं मानसारं पुराणे: ॥ | 
पितामहेन्द्र प्रमुख: समस्तैः । | 
देवैरिदं शास्त्रवरं पुरोदितम्‌ | 
तस्मात्समुद्धत्य हि मानसारम्‌ | 
शास्त्रं कृतं लोकहितार्थमेतत्‌ ॥ | 
ल. प्रतिमायां रसोन्मेषः--रस-चित्राणि | 
अ. रसाः रसानामथ वक्ष्यामो दृष्टीनां चेह लक्षणम्‌ d 
Togo ५२.१-१४ तदायत्त यतर्चित्रे भावव्यक्तिः प्रजायते ॥ 
श्रद्धा रहास्यकरुणा रौद्रप्रेयोभयानका: । 
वीर (प्रत्ययाक्षो? )च वीभत्सर्चाड्भ_त स्तथा ॥ 
,शान्तश्‍चेकादशेत्युवता रसारिचत्रविद्या रदे: । 
निगद्यते क्रमेणेषां सर्वेषामपि लक्षणम्‌ ॥ 
ayan (कटीक्षपेच? ) तथा प्रेमगुणान्वितः | 
यत्रेष्टलरिताता चेष्टा स श्युद्भारों रसः स्मृतः ॥ 
बिकासिललितापाङ्गो मुदु च स्फुरिताधरः | 
लीलया सहितो यश्च स हास्यो रस उच्यते ॥ 
अश्नुक्लिन्तकपोलान्तः शोकसङ्कू चितेक्षणः | 
चित्तसन्तापसंयुक्तः प्रोच्यते करुणो रसः | 
निर्माजितललाटान्तः संरक्तोद्वृत्तलोचनः | 
दन्तदष्टाधरोष्ठो यः स रौद्रो रस उच्यते ॥ 
अर्थलाभसुतोत्पत्तिप्रियदर्श नहष॑ ज: । 
सञ्जातपुलकोद्भेदो रसः प्रेमा स॒ उच्यते ॥ è 
वेरिदशनवित्राससम्भ्रमोद्भ्रान्तलोचन: । 
हृदि संक्षोभयोगाच्च रसो ज्ञेयो भयानक: dd 
(अष्टावष्टभ्भसमेर्था ? ) सूत्रसङ्कू_चितानतः | 
भेयेवीयंबलोत्पन्त: स वीरस्तु रसः स्मृत: ॥ 
(इषदुप्तसित्तत्र कस्तच्च ? ) स्तिमिततारकः | 
fzo—k&g वीरादनन्तरयोद्व॑योरसयोलंक्षणं लुप्तम्‌ 
असम्भाव्यं विलोक्यार्थम-द्भतो जायते रसः ॥ 
अविकारः प्रसन्न॑श्च भ्रूनेत्रवदनादिभिः d 
अरागाद्‌ विषयेषु स्याद्‌ यः स MEAT रसःस्मतः ॥ 
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| (FEN )) 
| : इत्येते चित्रसंयोगे रसा: प्रोक्ताः सलक्षणा: । 


मानुषाणि पुरस्कृत्य सवंसत्वेषु योजयेत्‌ ॥ 


अथ दृष्टी रमिदध्यो ललिता हृष्टा विकासिता विकृता! 
श्रकुटी विश्रमसंज्ञा संकुचिता (छवितनाप्रीव? ) ॥ 
ऊर्ध्वेगता योगिन्यथ दीना दृष्टा च विह्वला चैव | 
स्याच्छङ्किताभिधाना (विविख्याव? ) जिह्मा च ॥ 
मथ्यस्थेति तथान्या स्थिरेति चाष्टादशेवमुद्दिष्टा: | 
एता दृशोऽथ लक्षणमेतासामुच्यते क्रमशः ॥ 
विकसित (प्रगहलाससम्भ्रमत्र? ) कटाक्ष विक्षेपा | 
AYR ता दृष्टिललितेति विज्ञेया ॥ 
प्रियदर्शने प्रसन्ना प्रोदग॒तरोमाञ्वविकसितापाज़ा | 
(प्रस्तरसासि? ) जाता हृष्टा दृष्टिः समाख्याता ॥ 
विकसितनयनप्रान्ता विकासितापा ङ्गनयनगण्डतला | 
कीडाकारयुतान्या हास्यरसे स्याद्‌ विकासिता दृष्टिः 11 
विख्याता प्रीतिविकारि (? ) व्यंक्तभया SERT तारका या च। 
ज्ञेया ( विक्ृत्यकारै: सारेच ? ) भयानका दृष्टिः ॥ 
दीप्तोध्वेतारकाताम्रपतता मन्ददर्शना | 
qftesed निविष्टा तु wafe: परिकीर्तिता ॥ 
सत्वस्था SACHA ससौष्ठव व्यक्ततारका सौम्या | 


(विप्रत्यपरजालाता? ) दृष्टिः स्याद्‌ विश्वमा नाम ॥ 
मन्मथमदेन युक्ता स्पर्श रसोन्मीलताक्षिपुटयुग्मा । 


सुरतसुखानन्दयुता सङ्क चिता नाम दृष्टिराख्याता ॥ 
निविकारा क्वचित्‌ तावन्नासिकाग्रावलोकिनी | 
योगिनी नाम सा दृष्टिस्तत्वे चित्तस्य योजनात्‌ ॥ 
अरधेस्नस्तोत्तरपुटा किञ्चित्‌ संरुद्धतारका । 
मन्दसञ्चारिणी सास्रा शोके बीनाभिधीयते ॥ 
संस्थिते तारके यस्याः स्थिरा विकसिता तथा । 
सत्वमुद्गिरती दृष्टा दृष्टिरत्साहसम्भवा॥ 
म्लानभ्रूपुटपक्ष्मा या शिथिला मन्दचारिणी। | 
(क्राम! )प्रविष्टतारा च विह्वला नाम सा स्मृता॥ | 
किञ्चच्चला स्थिरा किञ्चिदुत्ताना तियंगायता 
भूढा चकिततारा च शङ्किता दृष्टिरिष्यते 


रस-दुप्टयः 
To qo ८२. १४-३५ 


निगूढा गूढतारा च्च 


y 
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ऋजुतारा ऋजुपुटा प्रसन्ना रागवजिता | | 
त्यक्तादरा च विषये मध्यस्था दृष्टिरुच्यते ॥ | 
समतारा समपुटा समभ्र्रविकारिणी । | 
(उपगारा? ) विहीता च स्थिरा दृष्टिःप्रकीतिता 1 
टि०-प्रतिमाकलायां भावाभिनिवेशं रस-परिपाकञ्चाधिकृत्य समराङ्गणे यथा 
हस्तेन सूचयन्नर्थं दृष्ट्या च प्रतिपादयन्‌ । | 
सजीव इति qaq सर्वाभिनयदर्शनात्‌ ॥ 
afg चेव चित्रे च प्रतिमासाधनमुच्यते । | 
(भवेदत्रायतं? ) स्तस्मादनयोदिचित्रमाश्रितम्‌ ॥ 
प्रोक्तं रसानामिदमत्र लक्ष्म 

दृशां च संक्षिप्ततया तदे (त्ये?त्‌) | 

बिज्ञाय चित्रं लिखतां नराणां 
न संशयं याति मनःकदाचित्‌ ॥ 


| 
| 
| 
| 
f 
| 


स. रस-चित्राणि शु गारहासकरुणवी ररौद्र भयान का: । 
बि० To वीभत्सात्द्भुतशान्ताशच नवचित्ररसाः स्मृताः ॥ 
तत्र यत्कांतिलावण्यलेखामा धुर्यसुन्दरम्‌ | 


विदग्धवेशाभरणं XIX लु रसे भवेत्‌ ॥ 
यत्कुब्जवामनप्रायमीषद्विकटदशंनम्‌_ । 
बृथा च हस्तं सकोच्य तत्स्याद्धास्यकरं रसे ॥ 


याञ्चाविरहासन्त्यागविक्रयव्यसनादिष l 
अनुकम्पितकं यत्स्याल्लिखेत्करुणारसे ॥ 
'पारुष्यविङृतिक्रोधविषस्त्यर्था न दूषणम्‌ | 


दीप्रशस्त्राभरणवत्कृतं रौद्ररसे भवेत्‌ ॥ 
र तिज्ञाग भे शोर्या दिष्वर्थेष्वौ दायंदशेनम्‌ । 
सस्मयं सश्रकुटिवद्वीरं वीररसेषद्भुतम्‌ ॥। 
दुष्टदु्द शनो न्मत्तहि्रव्यापादकादि यत्‌ । 
ORE भयानकरसे प्रयोगे चित्रकमंणः ।। 
शमशानगहितं धघातकरणं स्थानदारुणम्‌। 
यच्चित्रं चित्रवच्छेष्ठं तद्वीभत्सरसे भवेत्‌ il 
यदा विनीतरोमाञ्चचिन्तां ताक्ष्यंमुखानतम्‌ | 
प्रदशयति arasa तदख तरसाश्रयम्‌ ॥ 
यद्यत्सोम्याकृतिध्यानधारणासनबन्धनम | 
तपस्विजनभूयिष्ठं तत्तु श्ञान्ते रसे भवेत्‌ ॥ 
श्टगारहास्यशान्त्याख्या लेखनीया गहेष ते ॥ 
ARIST न कतंव्या कदाचिदपि कस्यचित्‌ | 
देववेशमनि miar रसाः सर्वे नृपालये ॥ 


CC-0. Gurukul Kangri Collection, Haridwar 


adi 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


( 890 y || 
राजवेश्मनि नो कार्या राज्ञां वासगृहेषु ते | | 


waar सभां राज्ञो देववेदम aaa च | 
उद रम्षानकरुणामूत्‌दुःखातंकु त्सितान्‌ ॥ 
अमङ्गल्यांश्च न लिखेत्कदाचिदपि बेइममु । 
निधिश्रंगान्वुपान्राजन्निधिहस्तान्नताड़जान्‌ T 
निविविद्याधरा राजनुषयो गरुडस्तथा | 
| हनूमांवच सुमङ्गल्या ये लोके सुप्रकीतिता: ॥ 
| लिखितव्या महाराज गृहेषु सततं नृणाम्‌ । 
चित्रकमं न कर्तव्यमात्मना स्वगृहे नुप ॥ 
बोबेल्यं स्थूलरेखत्वमविभक्तत्वमेव Fi 
बर्णानां agaaa चित्रदीपाः प्रकीतिताः । 
स्थानप्रमाणं भूलम्भो मधुरत्वं विभक्तता | 
aqa क्षयवृद्धी च गुणाष्टकमिदं स्मृतम्‌ ॥ 
स्थानहीनं गतरसं शून्यदृष्टिमलीमसम्‌ । 
चेतनारहितं वा स्यात्तदशस्तं प्रकीतित्तम्‌ ॥ 
qada च भूलम्बो विम्यतीव तथा नुप। 
हसतीव च माधुर्यं सजीव इव दृश्यते ॥ 
सदवास इव यच्चित्रं तच्चित्रं शुभलक्षणम्‌ । 
हीनाङ्गं मलिनं शून्यं बद्धव्याधिभयाकुलैः ॥ 
«d प्रकीणंकेशैरच सुमङ्गल्येविव्ंयेत्‌ | 
प्रतीतं च लिषेद्धीमान्नाप्रतीतः कथञ्चन॥ 
शास्त्रज्ञः gidak हि मनुजाधिप d 
श्रियमावहयति क्षिप्रमलक्ष्मी चापकषंति॥ 
निर्णजयति चोत्कण्ठां निरुणद्धघागतं शुभम्‌ । 
शुद्धां प्रथयति प्रीत जनयत्यतुलामपि ॥ 
ुःस्वप्तदर्शंतं हन्ति प्रीणाति PRIM 
m तु शून्यमिवाभाति यत्र चित्रं प्रतिष्ठितम्‌ ॥ 
«०५ ००००००००००००० C al चाष्यनलङकृतम्‌ | 
शल्यविद्धं च वृद्धं च यः करोति स चित्रवित्‌ ॥ 
तरज्ञाग्निशिखाधूमं वैजयन्त्यस्वरादिकम्‌। | 
चायुगत्या लिखेदयस्तु विज्ञेयोस्ति मत्तचि त्रवित्‌ ॥ _ 

सुप्तं च चेतनायुक्तं pe चैतन्यवजितम्‌ । _ 
निम्नोन्ततविभागं च यः स चित्रवित्‌॥ 
इतेषां खलु सर्वेषाम लोम T nes 


i} 
। 
| 
सभावदमसु कतंव्या राज्ञां सर्वरसागहे ॥ 
| 


AAT 


क m t em an eon 
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भ्‌. 
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यथाचित्रं तर्थवोवतं खातपूर्वं नराधिप। 
सुवणंरूप्यताञ्रादि तच्च लोहेषु दशंयेत्‌ | 
शिलादार्षु लोहेषु प्रतिमाकरणं भवेत्‌ । 
aada विधानेन यथा चित्रिमुदाहृतम्‌॥ 


टि०-प्रतिमासु वर्ण विन्यासोऽपि यथा शुक्रनीतिसारे -- 


दिव्याभरणवस्त्राढयां दिव्यवर्णक्रियां सदा | 
इवेतपीतारक्तक्ृणपाषाणौर्युगभेदतः T 
प्रतिमां कल्पयेच्छिल्पी यथा रूच्यपरे: FATT | 
दवेता स्मृता सात्विको तु पीता रक्ता तु राजसी ॥ 
तामसी कृष्णवर्णा तु ह्य_क्तलक्ष्मयुता यदि । 
सौवणी राजसी ताम्री रैतिकी वा कृतादिषु ॥ 
शाङ्कुरो इवेतवर्णा वा कृष्णवर्णा तु वैष्णवी | 
सूरयंशवितिगणेशानां ताम्रवर्णा स्मृतापि च ॥ 
लोहसीसमयी वापि यथोद्दिष्टा स्मृता बुधं: | 


ब. प्रतिमा-प्रतिष्ठापनम्‌ 


पञ्चधा प्रतिष्ठा 
tute qe To ४५ 


प्रतिष्ठा-विधि: 
qe Ge ६० 


लिद्धानां निष्कलादीनां प्रतिष्ठा पञ्चधा स्मृता । 
प्रतिष्ठा प्रतिष्ठापनं तद्वत्‌ स्थितस्थापनमित्यपि ॥ 
उत्थापनास्थापने च प्रथक्‌ तल्लक्ष्म लिख्यते | 
यत्र ब्रह्मशिलायां तल्लिङ्गमादौ निधाय तु ॥ 
क्रियते पिण्डिकायोगस्तां प्रतिष्ठां प्रचक्षते | 
स्थापनं बाणलिङ्कानामार्षाणां च स्वयम्भुवाम्‌ ॥ 
रत्नहेमादिलिङ्खानामेका चेत्‌ पिण्डका तदा। 
स्थितस्थापनमुहिऽ्टं जीणे चोत्यापनं भवेत्‌ ॥ 
प्रास्थापनं स्याद्‌ व्यक्तानां विष्ण्वादीनां च तत्‌ तथा | 
दिशि सौम्यायां कुर्यादधिवासनमण्डपं बुध: प्राग्वा । 
तोरणं चतुष्टययुतं शस्तद्रुमपल्लवच्छन्नम्‌ ॥ 
qd भागे चित्राः स्रजः पताकाइच मण्डपस्योक्ताः | 
आग्नेय्यां दिशि रिक्ताः कृष्णाःस्युर्याम्यनैतऋतयोः ॥ 
इवेता दिश्यपरस्यां वायव्यायां तु पाण्डुरा एव | 
चित्राशचोत्तरपाइवे पीताः पूर्वोत्तरे कार्याः ॥ 


आयुःश्रीबलजयदा दारुमयी मृण्मयी तथा प्रतिमा । 
लोकहिताय मणिमयी सौवर्णी पुष्टिदा भवति ॥ 


रजतमयी कीतिकरी प्रजाविवृद्धि करोति ताम्रमयी | 
भूलाभं तु महान्तं शेली प्रतिमाऽथवा लिङ्गम ॥ 
दांकूपहता प्रतिमा प्रधानपुरुषं कुलं च घातयति | 
इवञ्जोपहता रोगानुप्रवांदचाक्षयान्‌ कुरूते ॥ 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


Qo y 


मण्डपमध्ये स्थण्डिलमुपलिप्यास्तीयं सिकतयाऽथकुश्ः | 
भद्रासनकृतशीर्षोपधानपादां ्यसेत्प्रतिमाम्‌ ॥ 
प्लक्षासवत्योदुम्बरशिरीषवटसम्भर्वः कपायजलैः । 
मङ्गलसंज्ञिताभिः सर्वौषधिभिः कुद्याद्याभि: ॥ 
दिपवृषभो दूतपर्वतवल्मीकसरित्समागमतटेषु । 
पग्रसरस्सु च मृद्भिः सपञ्चगब्यैश्च तीर्थजलैः ॥ 
पूर्व शिरस्कां स्नातां सुवर्णरत्ताम्बुभिश्च ससुगन्धैः । 
नानातूय॑ निनादैः पुण्या हैर्वेदनिर्घोषैः ॥ 
gaui दिशीन्द्रलिङ्गा मन्त्राः प्राग्दक्षिणेऽर्निलिङ्गा श्च | 
aqa द्विजमुख्यैः पूज्यास्ते दक्षिणाभिश्च ॥ 
यो देवः संस्थाप्यस्तन्मन्त्रैशचानलं द्विजो जुहुयात्‌ | 
भग्निनिमित्तानि मया प्रोक्तानीद्धध्वजोच्छाये ॥ 
भूम!क्‌लोऽपसव्यो मुहुमृहुरविस्फुलिज़कृन्नशुभ: | 
होतु: स्मृतिलोपो वा प्रसर्पणं वाशुभं प्रोक्तम्‌ ॥ 
स्नातामभृक्तवस्त्रां स्वलंकृतां पूजितां HIATT: | 
प्रतिमां स्वास्तीर्णायां शय्यायां स्थापकःकूर्यात्‌ ॥ 
gat सुनृत्यगीतैर्जागरणैः सम्यगेवमविवास्य । 
दैवज्ञसम्भ्रदिष्टे काले संस्थापनं कुर्यात्‌ ॥ 
aà कृसुमवस्त्ानुलेपर्नः tagia: । 
प्रादक्षिण्येन नयेदायतनस्य प्रयलेन ॥ 
कृत्वा बलि प्रभूतं सम्पूज्य ब्राह्मणांश्च सभ्यांश्च । 
इत्वा हिरण्यशकलं विनिक्षिपेत्मिण्डिका शवश्र ॥ 
स्थापक्दैवज्ञद्विजसम्यस्थपतीन्‌ विशेषतोऽम्यच्यं । 
कल्याणानां भागी भवतीह परत्र च स्वर्गी ॥ 
बरिष्णोरभागवतान्‌ मगांश्च सवितुः शम्भोः सभस्मद्विजान्‌, 
मातू,णामपि मण्डलक्रमविदो वितप्रान्विदुब्रं ह्मणः | 
शाक्यान्‌ स्वं हितस्य शान्तमनसो नग्तान्‌ जिनानां fag- 
में यं देवमुपाश्चिताः स्वविधिना तैस्तस्य कार्या क्रिया ॥ 
उदगयने सितपक्षे शिशिरगभस्तो च जीववगंस्थे । 
लग्ने स्थिरे स्थिरांशे सौम्ये CIEL USE T 
पापैरुपचयसंस्थ श्रूंवमृदुहरितिष्यवायुदेवेष ME 
विकजे दिनेऽतुकूले देवानां स्थापन शस्तम्‌ ॥ x 
सामान्यमिदं समासतो लोकानां हितदं मया कृतम्‌ |. 
भधिवासनसंनिवेशने ufa पृथगेव विस्तरात्‌ ॥ 


समाप्तः प्रथमो खण्डः 
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त्य ९. ह्म af a 
त्रिमूत्यांदि-ब्राह्म-प्रतिमा-लक्षणम 
(1) बह्म विष्णु-महेशवराः त्रिमूति-लक्षणम्‌ 


अ. शब्द० चि० “एकमूतिरपि भिन्नरूपिणी या जगज्जनन-पालन-शये' 
ब. वि० Wo ग्राह्मी तु राजसी मूतिस्तस्य सर्वप्रवतंनी । 
सात्विको वेष्णवी ज्ञेया संसारपरिपालिनी ॥ 
तामसी च तथा रोद्री ज्ञेया संहारकारिणी । 
(ii) हरि-हर-पितामहः एकपीठसमारूढं एकदेहनिवासिनम्‌ | 
So To २१३.३०-३१ men च चतुर्वक्त्रं स्वंलक्षणसं युतम्‌ ॥ 
अक्षसूत्रं त्रिशूलं च गदां चैव तु दक्षिणे। 
कमण्डलुं च खट्वाङ्गं चक्रं बामभुजे तथा ॥ 
टि०-अपराजित- पृच्छायां ब्रह्म-विष्ण-महेशानां न्रिमूतिमन्तरेण अन्येषामपि 
fagia: चतुर्मूतिशचापि संकी तितास्ति । 
(ii) चन्द्रार्क-पितामहः SW च चतुर्वक्त्र सर्वाभरणभूषितम्‌ । 
We do २१३. ३५-३६ कमण्डलुं चाक्षसूत्रमुभयोः एकदृक्करम्‌ I 
मूणालमू्ध्वंकरयोः pag शुभलक्षणम्‌ । 


सवाभरणसंयुक्तं सर्वकामफलप्रदम्‌ ॥ 

(iv) हृरि-(सूयॉपि) हर- agiza चाष्टबाहुं चतुष्कैकनिवासनम्‌ । 
हिरण्यगर्भ: ऋज्वागतो JAS: पद्म-हस्तो दिवाकर: di 

Mo Fo २१३. ३२-३४ खट्वाङ्गत्रिशूलहस्तो रुद्रो दक्षिणतः शुभः । 


कमण्डलूं | चाक्षसूत्रमपरे स्यात्पितामहः ॥ 
वामे ठु संस्थितश्च॑वं शद्भुचक्रपरो हरि: । 
एवं विषं sepes सर्वकामफलप्रदम्‌ ॥ 
(v) नर-नारायण-हरि-कृष्णाः दूर्वाश्यामो नर: कार्यो द्विभुजश्च महाबलः | 
(विष्णुधर्मोत्तरे) नाराथणरचलुर्बाहुर्नीलोत्पलदलच्छविः Tm 
तयोमंध्ये तु वदरी कार्या फलविभूषणा | 
वदर्यामवनो कार्यावक्षमालाधरावुभो ॥ 
अष्टचक्रे स्थितौ याने सूतयुक्ते मनोरमे । 
ृष्णाजिनधरौ दान्तौ जटामण्डलधारिणौ ॥ 
पादेन HD रथस्थितेन पादेन चैकेन च जानुगेन । 
मार्यो हरिशचात्र नरेणतुल्य: कृष्णोऽपि तारायणतुल्यमूर्ति: ॥ 
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द्वि-मूति-लक्षणम्‌ 
(1) हृर्यधे-मुतिः ainda ह्येवं gi श्रृणुत द्विजाः । 
(भ) उत्तरका० ६०. Wawa महेशार्धं विष्ण्वर्घमितरत्र च॥ 
भुजद्वययुतं शद्भूकटकस्तत्र संमतः | 
पीत!म्बरसमोपेतं सर्वाभरणसंयुतम्‌ ॥ 
edd ब्रह्मादिभागं चैव समाचरेत्‌ | 
(घ) सुप्र० ३४. पीताम्वरवरं विष्णुं व्याघ्रचर्माम्बरं हरम्‌ | 
विष्णुं किरीटसंयुक्तं शङ्करं तु जटान्वितम्‌ ॥ 
व्यामवर्ण हरि चेव शङ्करं युक्तरूपिणम्‌ | 
हरिरधंशिद॑ प्रोक्तं भिक्षाटनमतः परम्‌ ॥ 
(स) पूरे ह; ० Sart पूर्वेवत्पोक्तं विष्ण्वर्धे age नयेत्‌ । 
वामे तु द्विभुजोपेतं केयूरकटकोज्वलम्‌ ॥ 
स्यान्नक्रकुण्डलं कर्णे कटकं शङ्कहस्तकम्‌ | 
मर्धपीताम्बरोपेतं भूषण भूषणाह कैः ॥ 
ऋज्वागतं तथा सवं चन्द्रशेखरवत्कुरू । 
हरिरध॑मिदं प्रोत्क्तं सुखासनमथ श्रृणृ ॥ 
(य) शिल्प« २२. अथ वक्ष्ये हरिहरं सुस्थितं समपादकम्‌ । 
दक्षिणे त्वभयं वामे कटकं तूरूसंयुतम्‌ ॥ 
परशुं दक्षिणे वामे Te तु परहस्तके । 
वाममर्धे हरि कुर्य्याद्धरमन्यार्धमाचरेत्‌ ॥ 
क्रमाच्छ्यामप्रवालाभमुभयोचितभूषणम्‌ । 
दक्षिणे य्युग्रदृष्टिसस्याद्वामे शीतलनेत्रकम्‌ ॥ E 
किज्यित्प्रकाशितोर्ध्वाक्ष दक्षिणार्धे ललाटके । 
शिरव्चक्रसमायुक्तं तस्य लक्षणमुच्यते ॥ 
Sarg a विशालं तु तद्भानांशे गतं नम्‌(?) । 
सुवृत्तं चक्रवत्तन्तु पञ्माकृतिरथापि ari 
शिरदचक्रविशालस्य सप्तभागैकभागिकम्‌ । 


(र) fme He 
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नानारत्नमयं द्रव्यं किरीटं वामभागतः 4 
दक्षिणं सर्पराजेन भूषितं कर्णमालिखेत | 
मकराकारक दिव्यं कुण्डलं वामकणंत: di 
वरदो दक्षिणो हस्तो द्वितीयश्शूलभृत्तदा । | 
ea वामभागे तु SDEDSCRSTATH ॥ 
दक्षिणे वसनं कार्यं द्वीपिचर्ममयं शुभम्‌ । 


पीताम्बरमयं भव्यं जघनं सव्यमालिखेत्‌ ॥ 
वामपादः प्रकर्तव्यो नानारत्नविभूषितः । 


दक्षिणाडि घ्रः प्रकतंव्यो भूजगेन्द्रविभूषितः ॥ 
शीतांशुधवलः कार्यश्शिवभागो विचक्षणैः | 
भतसीपुष्पसंकाशो विष्णोर्भागो विरच्यते ॥ 
(ल) fao qo कार्य ह्रिहरस्यापि दक्षिणार्ध सदाशिवः । 
amag हूषीकेशश्शवेतनीलाक्ृतिः क्रमात्‌ ॥ | 
वरत्रिशूलचक्राब्जधारिणो बाहवः क्रमात । 
i दक्षिणे वूषभःपाइवे वामे विहद्धराट्‌ ॥ 
(ii) कृस्ण-शङ्भुर-मूतिः कृष्णशङ्कुरकं वक्ष्ये STAT तु संस्थितम्‌ d 
Ho To २१३.२८-२९ कृष्णार्ध मुकुटं कुर्यात्‌ जटाभारं च दक्षिणे ॥ 
कुण्डलं दक्षिणे कर्णे वामे मकरकुण्डलम्‌ 
अक्षमालां त्रिशूलं चं चक्रं वै TENT च ॥ 
ब्रह्मणो लक्षणम्‌ 
(i) go Wo ५८.४१ 'ब्रह्मा कमण्डलुकरश्चतुर्मुखः TEST 
(i) He go ब्रह्मा कमण्डलुधरः कर्तव्यः स॒ ACTA: । 
हंसारूढ: क्वचित्कार्यः किच्च कमलासनः ।' 
'कमडण्लुं वामकरे सुवं हस्ते च दक्षिणे। 
वामे दण्डधरं तद्वत्‌ स्रुवशचापि प्रदशांयेत्‌, U 
आज्यस्थालीं aT Wai चतुरः पुनः । 
वामपार्श्वे तु सावित्री दक्षिणे च सरस्वती ॥ 


(iii) se Jo चतुमु खरच तूर्बाहु बृ हज्जठरमण्डलः | 
लम्वकर्चो जटायुक्तो 005005000 DODOO u 
दक्षिणे चाक्षसूत्र उच d वामे तु कुण्डिकाम्‌ । 
आज्य cce eng 

(iv) fae ge ब्रह्माणं कारयेद्‌ विद्वात्‌ देवं सौम्यं चतुर्भूजम्‌ | 
NETS तुष्ट तथा कृष्णाजिनाम्बरम्‌ d 
जटाधर चबुर्बाहु सप्तहंसरथस्थितम्‌ 


बामे न्यस्तेतरकरं तस्यैकं दोयंगं भवेत्‌। 
एत (क?) स्मिन्‌ दक्षिणे पाणावक्षमाला तथा शुभा। 


कमण्डलुं द्वितीये च सर्वाभरणधारिणम्‌ ॥ 
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सर्वेलक्षणयुक्तस्य ान्तिरूपस्य पाथिव | 

jagene ध्यानसंमीलितेक्षणम्‌ ॥ 

अच्चार्या कारयेदेवं चित्रे वा वास्तुकर्मणि । 
(v) आ० go TATA ब्रह्मा piaga: l 

सावित्री तस्य कत्तंव्या वामोत्सङ्गगता तथा «I 
(vi) ayo ४९ चतुभूजश्चवुर्वक्रो हरितालसमप्रभः | 


जटामुकुटसंयुक्तः पिङ्गाक्ष स्सवं भूषणः ॥ 

कृष्णाजिनोत्तरीयशच यज्ञसूत्रसमन्वितः। 

शुक्लवस्त्रधरश्शान्तः कटिसूत्रसमन्वितः ॥ 

शुकलमाल्यानुलेपरच कर्णकुण्डलमण्डितः l 

दक्षिणे चाक्षमाला च कूच्चं चैव धारयेत्‌ ॥ 

कमण्डलु कुश (श॑? )वामे दक्षिणे सुक्स्रुवौ तल:(?)। 

आज्यस्थालीं कुशांचैव(इचेव?) वामहस्ते तु घारयेत्‌ ॥ 

अभयवरदोपेतो gigat द्विजोत्तम ! । 

आसने THAT शाययेत्तु ततः परम्‌ ॥ 

मेढ्मूलोपरिष्टात्तु वामहस्तोध्वं वक्रकम्‌ । 

सव्यहस्तं च तस्योर्ध्वे तदन्यास्यं च कारयेत्‌ ।। 

दक्षिणे चाक्षमालां च वामहस्ते कमण्डलुम्‌ । 

सरस्वती दक्षभागे सावित्री वामभागके ॥ 

आसीनो वा स्थितो वापि पद्म पीठोपरिस्थितः । 
(vii) सुप्र ३४ चतुर्मुखं चतुर्बाहुं  कमण्डत्वक्षघारिणम्‌ | 

रक्तवर्णजटायुक्तं कृत्त्वा ब्रह्माणमुज्ञ्वलम्‌ |i 

सावित्रीं वामपाइवें तु सर्वालङ्कारसंयुताम्‌ | 

एवं gta कुर्य्याज्जगत्सृष्टिकरं शुभम्‌ ॥ 

(viii) mao ५१ चतुर्भूजं agirà द्विपादं चाष्टलोचनम्‌ | 
अष्टकर्ण समायुकतं ततुरुचेकाकृतिस्तथा ॥ 

. उत्तमं दशतालेन  मानयेत्त्वद्भमानकम्‌ | 
स्थानकं चासने वापि चीरबेरधरं तथा ॥ 
वरदाभयहस्तं च जटामुकुटमण्डितम्‌ Na 
-कुण्डिका चाक्षमाला च वामे वामे करे क्रमात्‌ ॥ 2 

सुक्लुवधारणं वापि प्रा्वरदाभयान्वितम्‌ | 

मकरलाड्छितं qui कुण्डलं वाथ 
यज्ञसूत्रोत्तरीयादि _ ` 

हारोपग्रीवसंयुकतं T हुमाल 
केयूरकटकाद्यैरच _ 
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कटिसुत्रादिपट्टं स्यान्नीव्यं चलनसंयुतम्‌ | 
रत्नाङ्गलीयकौ हस्तौ पादं जालसरत्नकम्‌ ॥ 
ललाटे वृत्ततिलकं स्याच्चन्दनागरूमेव च । 
सर्वाङ्गं हेमवणं स्यान्नलकान्तं तु चीरयुक्‌ । 
gaat: शक्तिकोपेतं दक्षिणे तु सरस्वती ॥ 
वामपार्श्वे तु सावित्री सर्वाभरणभूषितम्‌ ॥ 
एवं पितामहं प्रोक्तं कुर्याच्छास्त्रविद्‌ बुध: ॥ 

(ix) freto २५. लिखेच्चतुर्मुखं देवं चतुर्बाहुं शुभेक्षणम्‌ । Í 
रत्न-कुण्डल-संयुवतं लम्बकूचोपरि स्थितम्‌ ॥ । 
कृष्णाजिनधरं गौरं शुक्‍्लाम्वरविराजितम्‌ । 
दक्षिणं वरदं हस्तं तत्रान्यांशुभ ( aaa? ) धारिणम्‌ ॥ 
कमण्डलुधरं बामं तथान्यं संयुतं शु (लु) चा । 
विश्राणं चलुरो वेदात्‌ पुरतश्चास्य विन्यसेत्‌ ॥ 
वामें पारखे तु सावित्रीं दक्षिणे तु सरस्वतीम्‌ । 
आज्यस्थालीं पुरो भागे महिषीशच (महर्षीइच ) समन्ततः tt 
gates लिखेत्कवापि कूवचिच्च कमलासनम्‌ | 
स्रष्टारं सर्वलोकानां ब्रह्माणं परिकल्पयेत्‌ ॥ 

(X) We qe ७७. ब्रह्मानलाचिःप्रतिमः कर्तव्यः सुमहाद्युतिः ॥ 
स्थूलाङ्गः स्थूलपुष्पञ्च ३वेतवेष्टनवेष्टितः | 
कृष्णजिनोत्तरीयश्च इवेतवासाञ्चतुर्म्‌खः ॥ 
दण्ड: कमण्डलुश्चास्य कत्तंग्यो वामहस्तयोः | E 
अक्षूत्रधरस्त (ar? ga ) मौञ्ज्या मेख लया qa: ॥ 
का (यायो) वर्धयमानस्तु जगद्‌ दक्षिणपाणिना । | 
एवं कृते तु लोके (शे) क्षेमं भवति सर्वतः ॥ 
ब्रा्मण।( थं ! ) वर्धन्ते सर्वकामैनं संशयः ।- 
यदा विरूपा दीनां वा कृशा रौद्रा कृशोदरी ॥ 
्रह्मणोऽर्चा भवेद वर्णा(! )सा नेष्टाभयदायिनी । 
निहुन्ति कारकं रौद्रा दीनरूपा च शिल्पिनम्‌ ॥ 
इशा व्या(वि?धि) विताशं च कुर्यात्‌ कारयितुः सदा | 
कृशोदरी तु दुभिक्षं विरूपा चानपत्यताम्‌ ॥ E 
एतान्‌ दोषान्‌ परित्यज्य कत्त॑व्या सा सुशोभना , 
ब्रह्मणो (वा? चा) विधानज्ञ: प्रथ (मो? मे) यौवने स्थिता ॥ 

(xi) "e Yo २१४. ऋग्वेदादिविभेदने कुतादियुगभेदत: | 

i विप्रादिवणं भेदने चतुवंबत्रस्चतुर्भृजः ॥ 
ब्रह्मा पितामहश्चैव विरञ्चिः कमलासनः l 
एकैकस्य यथा प्रोक्ता मूर्ति: स्यात्परमेष्ठिन: ॥ 


। 
| 


CC-0. Gurukul Kangri Collection, Haridwar 


7 


4 
H 
| 
d 
| 
| 
| 
| 
| 


ब्रह्मा-पुस्तक॑ चाक्षसूत्रं च anda कमण्डलु: | 
(xii) रूप० 
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कमलासनः-अक्षमुत्रं करे दक्षे युचिस्तस्योध्वंत: स्थिता | 
पुस्तकं वामहस्ते च तस्या धस्तात्कमण्डलुः ॥ 
कमला्षनमूतिः स्थातूसर्वेवर्णहितप्रदा । 
कलौ युगे भवेच्चँवं कतृ कप्रवरादिष | 
विरञ्चिः-अक्षसूत्र पुस्तकं च शुचिदचेव कमण्डलुः । 
farsa: सा भवेन्मूति: द्वापरे सुखदायिनी it 
पितामहः-कमण्डलुस्चाक्षसूत्रं श्रुवाइच पुस्तकं तथा। 
पितामहस्य मूर्ति: स्यात्‌ त्रेतायां सुखदायिनी ॥ 


ब्रह्मण: सा भवेन्मूतिः कृते तु सुखदायिनी ॥ 
ब्रह्मा FARA: सुभावः कणंसंस्थितकुण्डलः | 
किरीटमालाशोभाढ्य समांसगलकेशकः ।। 
'तप्तकाञ्चनवर्णाभो मणिरत्नहारोज्ज्वलः | 
मुक्ताकटककेयूरसर्वाभरणभूषितः m 
ऋग्वेदादिप्रभेदेन कृतादियुगभेदत: i 
विप्रादिवर्णभेदेन चतुर्वक्त्रं चतुर्भुजम्‌ ॥ 
दक्षिणाधः BUCA जपमालां तथा स्रुचम्‌ । 
पुस्तं कमण्डलुं धत्ते Weed: कमलासनः ॥ 
अक्षसूत्रं पुस्तकं च धत्ते पद्मं कमण्डलुम्‌ । 
चतुर्वेकूत्रा तु सावित्री श्रोत्रियाणां गृहे स्थिता ॥ 


ब्राह्म-लाञछन-रहस्यम्‌ 
अरुणं रजसावर्णं तेन पद्माग्रसन्निभः। 
ब्रह्मा देववरो ज्ञेयस्सर्वभूतनमस्कृतः ॥ 
ऋग्वेदः पूर्वंवदनं यजुर्वेदस्तु दक्षिणम्‌ | 
gat सामवेद स्यादाथर्वणमथोत्तरम्‌ dd 
ये वेदास्ते मुखा ज्ञेयाइचतस्रो बाहवःदिशः | 
आप एव जगत्सवं स्थावरं जङ्गमं तथा ॥ | 
aed धारयते ब्रह्मा तेन हस्ते कमण्डलुः। | 
अक्षमाला विनिदिष्टा कालस्तु ब्रह्मणः Stab | 


कलनात्सरवंभूतातां काल इत्यमिधीयते 


भूलोकरच भुवोलोकः स्वर्लोको 
जनस्तपश्च सत्यं च सप 


Jo " 
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मेरुस्तु कणिका तस्य विज्ञेया UTAM ॥ 
सर्वत्र nasii ध्यानबन्धमतः स्थितम्‌ | 
पद्मासनेन भगवान्विधत्ते पाथिवेन gu 
" आत्मनः परमं धाम रूपहीनं विचिन्तयेत्‌ । 


€ दृष्ट्यर्थं जगतामास्ते ध्यानसम्मीलितेक्षणः ॥ 
il तर्थवोषधययो  ढराजळ्जगदाभरणकारणा: | 
ii ब्रह्मणस्ता जटा ज्ञेयः सवंगस्य महात्मन: ॥ 
E प्रकाशकानि लोकस्य विद्यास्थानानि यानि च। 
p , Uu तस्याभरणजातानि ज्ञेयाति परमेष्ठिनः ॥ 
"n _ ब्रह्मायतनम्‌ 
Is (i)üe qo १२१. ९-१० anaig गणेशः स्यान्मातृस्थातं च दक्षिणे । 
7 ARA तु सहस्राक्षो जलशायी च वारुणे॥ 
jr उमाशद्धरो वायव्ये ग्रहाइ्चैववोत्तरस्थिताः । 
it । ईशाने तु श्रियादेवी प्राच्यां तु धणीरधरः॥ 
[o (11) रूप० जटिलाः RAAT शान्ता आसीना ध्यानतत्परा: d 
V (0 कमण्डल्वक्ष-सूत्राभ्यां संयुक्ता ऋषयस्स्मृताः ॥ 


विश्वकर्मा चतुर्वाहुरक्षमालां च पुस्तकम्‌ d 
कंवा (बुं?) कमण्डलुं धत्ते त्रिनेत्रो हंसवाहनः ॥ 


2 - aai तु गणेशस्स्थान्मातृस्थानं च दक्षिणे । 
: Tea तु सहस्राक्षं वारूण्यां जलशायिनम्‌ ॥ 
-वायव्ये qae ग्रहांश्‍चेवोत्तरे न्यसेत्‌ । 


ऐशान्ये कमलादेवी प्राच्यां तु धरणीधरम्‌ ॥ 
s „ ब्रह्मणोऽष्टप्रतीहारा : 


Mo qo ब्रह्मणोऽण्टप्रतीहारान्‌ कथयिष्याम्यनुक्रमात्‌ | 
२२०.१-५ ` पुरुषाकारगम्भीराः gaat मुकुटोज्ज्वलाः॥ 
 _ = पपन खुक़ पुस्तकं दण्डः वामे स्यात्सत्यनामकः d 
~ कर  सशस्त्रापसब्ययोगेन दक्षिणे धर्मको भवेत्‌ ॥ A 


अक्षपद्मांगमा दण्ड: वामे चैव प्रियोद्‌भवः । 
दण्डागमखुक्‌ फलकं यज्ञ: स्यात्सर्वकामदः ॥ 
अक्षसूत्रं गदा खेटं दण्डो विजयनामकः। 
` अधोहुस्तापसव्येन फलयुक्‌ यज्ञभद्रक: N 
` अक्षपाशाङ्कू शदण्डा भवः ` स्यात्सर्वंकामदः d 
[D विभवः सवंशान्तिदः ॥ 


[: समाप्तः 


P 5J 
ET: 
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द्वितीयो पटलः 
वेष्णव-प्रतिमा-लक्षणम्‌ 


टि०--वष्णव-प्रकरणे. तत्र प्रतिमा-विज्ञाने लक्ष्ये वेष्णव-प्रतिमानां सप्त वर्गा 
उपदश्ितास्सन्ति, तदधिक्ृत्यैव वेष्णव-प्रतिमा-लक्षणान्यत्र समुद्धुतानि भविष्यन्तीति । 
१. साधारण-मूतंयः 
(i) ge de 45 कार्योष्ष्टभुजों भगवांश्चतुर्भुजो द्विभुज एव वा विष्णु: । 


श्रीवत्साङ्कितवक्षाः . कौस्तुभमणि भूषितो रस्कः ॥ 
अतसीक्‌सुमश्यामः पीताम्बरनिवसनः प्रसन्नमुखः | 
कुण्डलकिरीटधारी पीनगलोरस्स्थलांसभुजः॥ - 
खद्धगदाशरपणिदेक्षिणतः शान्तिदइचतुर्थंक रः | s 


वामकरेषु च कार्मुकखेटकचक्राण शङ्कुश्च ॥ 

अथ च चतुर्भूजमिच्छति शान्तिद एको गदाघरइान्यः | 

दक्षिणपाइवें ह्येवं वामे शङ्कुश्च चक्र Ail 

द्विभुजस्य तु शान्तिकरो दक्षिणह्स्तोऽपरश्च शङ्क धरः | 

एवं विष्णोः प्रतिमा cedent भूतिमिच्छद्भिः ॥ 
(ii) वि०्ध*्तथा रूप० देवदेवं तथा विष्णुं कारयेद्‌ गरुडस्थितम्‌ d 
! कोस्तुभोःद्वासितोरस्क सर्वाभरणधारिणम्‌ ॥ 
| सजलाम्बुदसच्छायं पीतदिव्याम्बरं तथा | 
मुखानि चास्य चत्वारि बाहवो द्विगुणास्तथा ॥ 
सौम्येन्दुवदनं पूर्वं नारसिंहं तु दक्षिणम्‌। 
कापिलं पश्चिम वक्त्रं तथा वाराहमुत्तरम्‌ ॥ 
तस्य दक्षिणहस्तेषु वाणारिमुसलाभयम्‌ । 
चर्म सीरवराविन्दुर्वमे च वतमालिनः॥ 

ह कार्याणि विष्णोधंमज्ञ | वामहस्तेष्वनुक्रमात्‌। | 

(ii) «e qe विष्णुवेदूर्यस काशः पीतवासाः faa 

वराहो वामतश्च ' स्यान्नरसिंहो 3 

कायो दाशरथी रामो जामदग्न्यच 
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(iv) sigo विष्णु: किरीटमकटकटिसूत्रविभूषित: | 
पीताम्ब्ररधरस्सौम्यश्चतुर्भूजसमन्वितः n 
अभयं दक्षिणं हस्तं कटकं वामहस्तकम्‌ | 
परहस्ते तु वामे तु शङ्खं चक्र च दक्षिणे ॥ 
पद्मपोठोपरिष्टात्त सस्यश्यामनिभाकृति: i 
आसीनो वास्थितो वापि सव्येऽसव्ये श्रियान्वितः | 
संयुक्तः केवलो वापि कत्तंव्यं विष्णुमूत्तिनम्‌ ॥ | 


(v) सुप्र ३४ शङ्खचक्रधरं देवं पीताम्बरधरं हरिम्‌ । 


श्री भूमिस हितं देवं सर्वालङ्कारसंयुतम्‌ ॥ 
स्थितं वाथ समासीनं शयितं वापि कारयेत्‌ । | 
(vi) मान» चतुर्भुजं द्विनेत्रं च किरीटमकुटान्वितम्‌ ! 
पोताम्त्ररधरं Gd श्यामवर्णाङ्गशोभितम्‌ ॥ 
सरवंवक्षःस्थले कुर्यात्तदृध्वे श्रीवत्सलान्छनम्‌ | 
उत्तमदशतालेन AGA च मानयेत्‌ ॥ 
कटकं वा गदाधरं चोर्व्यामाश्रितमेव वा | 
अथवा वरदहस्तं स्यात्पुरतो वामहस्तके ॥ 
दक्षिणे त्वभयं पूर्वं सव्ये चापरे IFJ | 
अपरे वामहस्ते तु पाञ्चजन्यावधारणम्‌ ॥ 
तत्समं ata स्यात्कुर्यान्मक रकुण्डलम्‌ | 
प्रसन्तदवनं तुङ्गं नासि दीर्घाक्षिशोभितम्‌ ॥ 
हारोपग्री वसंयुक्तं यज्ञसूत्रोत्तरीयकम्‌ | 
रत्नोदरबन्धं स्याद्‌ वाहुमालाविभूषितम्‌ ॥ 
कटक कटिसूत्रं च केयूरं रत्नपूरितम्‌ | 
Vay aaa पादजालविभूषितम्‌ ॥ 
नलकान्तं चलान्तं स्यात्पीताम्बरविलम्बिनम्‌ । 
शिरश्चक्रं शिरः पृष्ठे युक्तं शर्वाङ्गभूषणम्‌ ॥ 
दयोजङघावसानं स्याद्‌ वनमालामनोहरम्‌ | 
एवं तु विषणुमूतिः स्याच्छङ्कियुक्ता तु पाइ्व॑योः ॥ | 
fa(at) भूमि दक्षिणे वामे स्थावरे जङ्गमेऽपिवा । i 
कुर्यादासनं वापि स्थानकं चापि एव xai | 
(vii) शिल्प० 33 watt किरीटान्वितमकरलसत्कुण्डलं difaus— | 
. त्केयूरं कोस्तुभाढ्यं शबलरुचिरहारं चारूपीताम्बरं च ॥ i 
नानारत्नांशुभित्ताभरणशतयुज॑ Aaea | 
वन्दे दो:सक्तचक्राम्बुरूहदरगदं विइववन्द्यं मुकुन्दम्‌ ॥ 
ध्येय: सदा सवितृमण्डलमध्यवर्ती | 
नारायणः सरसिजासनसन्तिविष्टः ॥ 
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हारी हिरण्यमयवपुधृःतशद्कःचक्रः ॥ a 
वृतशङ्भ+चक्रवराब्जगदाकुलदोः परिघं सितपद्मगतम । 
वलयाङ्गदहारकिरीटधरं नवकुन्दनिभं प्रणमामि सदा il 

दुग्धाब्धिद्वी पवर्य प्रविलसितसुरोद्यानकत्पद्रमाधो 
भद्राम्बोजन्मपीठोपरिगतविनतानन्दनस्कन्धसंस्थ: | 
daag रथाङ्गं वरदमथ गदापङ्कुजे eoa 
भास्वन्मौलिविचित्राभरणपरिगतः स्थाच्छिये वो मुकुन्दः ॥ "a 

असाधारण-मूर्तयः 

अनन्तशायी, जलजशायी वा देवदेवस्तु कर्तव्यः शेपसुप्तो द्विबाहुकः | 
नारायणः एकपादोऽस्य कर्तव्यो लक्षम्यृत्सङ्गगतः प्रभोः ॥ 
(i) To qo तथा परश्च कतंव्यइशेषभागांकसंस्थितः । 
एकः करोऽस्य कर्तव्यः सव्यजानो प्रक्षारितः ॥ 
| कतंव्यो मूर्धदेशस्थस्तथा तस्यापरः कर: | 
नाभीसंभूतकमले सुखासीन: पितामह: ॥ 
नाले लग्नौ तु कतंव्यो पद्मस्य मधुकंटभौ । 
| शंखचक्रगदादीनि मूर्तानि परितो न्यसेत्‌ ॥ =a 
| (ii) fae qo जलमध्यगतः MARITATA: | ; 
! 
| 
t 


| 
केयूरवान्‌ मकरकुण्डलवान्‌ किरीटी | 
| 
| 


फणापुञ्जमह।रत्नदुरनिरीक्ष्मशिरोधरः ॥ 

देवदेवस्तु PAARA सुप्तञ्चतुर्भृजः | 

तथापरञ्च कर्तव्यरशेषभोगाङ्कुसंस्थितः॥। 

i एकपादो$स्यकत्तंव्यो लक्ष्म्युत्सद्भगतः प्रभोः । 

i तथापरशच कत्तंव्यस्तत्र जांनो प्रसावित: ॥ 

१ कत्तव्यो नाभिदेशस्थस्तथा तस्यापरः कर: d 

À तथैवान्य: करः कार्यो देवस्य तु शिरोधर: ॥ | 

; सन्तानमञ्जरी धारो तथेवास्यापरो भवेत्‌। | 

5 नाभीसरसि सम्भूते कमले तस्य यादव ॥ 
सवंपृथ्वीमयो देवः प्राग्वत्कार्यः पितामहः। | 
नाललग्नौ च कत्तंव्यौ पञ्चस्य मधुकँटभौ | | 


(iii) Ho qo 
२१९, १-९ 
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` a 


नारायण-वासुदेव: देविको 
वासुदेवो वा 
(1) &is Gp 


(ii) fro ५० 


Gc 


गदा वै वामतो हस्ते उर्ध्वे चैव सुदर्शनम्‌ | 
किरीटमालाशोभाढ्यो वनमालाविभूषितः ॥ 
हारकेयूरसंयुव्तः कुण्डलाभ्यामलङकृतः | 
माला तुल्या: सप्त फणाः मुकुटान्ते व्यवस्थितः ॥ 
भृतामृताः सप्तकुम्भा नवनागकुलान्यधः | 
लक्ष्मी: पादतले लग्ना ताक्ष्ये: करपुटाज्जलिः ॥ 
ब्रह्मा च नाभिकमले कमलयोनिसंज्ञकः | 
सप्तलोकाः परिकराः क्रमेण परिकीतिताः ॥ 
दशावतारा: कर्तव्याः मन्दरोत्मथनादिकम्‌ | 
एवं विधः प्रकर्तव्यो विष्णवे जलशायिक्र: ॥ 
साहाय्ये केशव: कार्यस्स्रिविक्रमदामोदरौ | 
अधोक्षजस्तर्थैव स्यात्‌ नान्यमूतिः प्रशस्यते ॥ 
सत्पुरुषं शेषतत्पे दक्षो दण्डभुजोऽस्य तु। 
शिरोधरोऽस्य वामस्तु सपुष्पोऽयं जलेशयः ॥ 
तन्नाभिपडूजे धाता श्रीभूमी च शिरोहिगे । 
निध्यस्त्रादिस्वरूपाणि  पाईवंयोमंधुकैटभो ॥ 
इक्षिणे तु करे चत्रमधस्तात्पद्ममेव च। 
बामे शङ्क गदाधस्ताद्वासुदेवस्य लक्षणम्‌ ॥ 
श्रीपुष्डी चापि कत्तव्ये पद्मवीणाकरान्विते । 
उर्मात्रोच्छितायामे मालाविद्याधरौ तथा ॥ 
प्रभामण्डलसंस्थौ तौ प्रभाहस्त्यादिमूषणौ | 
पद्माभं पादपीठं तु प्रतिमास्वेवमाचरेत्‌ ॥ 


एकवक्त्र्चतुर्बहुस्सौम्यरूपर्सुदर्शनः l 


पीताम्बरश्च मेघाभस्सर्वाभरणभूषितः ॥ 
कण्ठेन शुभदेशेन कम्बुतुल्येन राजता | 
वराभरणयुक्तेन कुण्डलोत्त रभूषिणा ॥ 
भङ्गदीबद्धकेयूरी वनमालविभ्रूषणः | 


उरसा कोस्तृभं विभ्नत्किरीटं शिरसा तथा il 
शिरः पद्मस्तथेवास्य कत्तव्यक्चारुकणिकः | 


मध्येन त्रिवलीभङ्गशोभितेन सुचारुणा ॥ 
स्त्रीरूपधारिणी क्षोणी कार्या तत्पादमध्यगा । 
तत्करस्थाङि प्रयुगलो देवः कार्यो जनादन: | 
तालान्तरपदन्यासः किञ्चिन्निष्क्रान्तदक्षिणः ॥ 
agg (?) मही कार्या _देवदशितविस्मिता | 
देवश्च कटिवासेन कार्यो जान्ववलम्बिना ॥ 


बनमाला च कत्ंव्या देव जान्ववलम्बिनी | 
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यज्ञोपवीतं कर्तव्यं नाभिदेशमुपागदम्‌ ॥ 
उत्फुल्लकमलं पाणौ . कुयद्दिवस्य दक्षिणे । 
वामपाणिगतं ag शङ्काकारं तु कारयेत्‌ ॥ 
दक्षिणे तु गदादेवी तनुमध्या सुलोचना । 
स्वीरूपधारिणी मुग्धा सर्वाभरणभूषिता i 
पश्यन्ती देवदेवेशं कार्या चामरधारिणी। 
कुर्यात्तन्मध्नि विन्यस्तं देवहस्तं तु दक्षिणम्‌ ॥ 


| वामभागगतइ्चक्रः कार्यो लम्बोदरस्तथो | 
सर्वाभरण संयुक्तो बृत्तविष्फारितेक्ष णः ॥। 
कर्ततव्यशचामरकरो देववीक्षणतत्परः । 


कुर्याहेवकरं वामं विन्यस्तं तस्य॒ मूर्धनि ॥ 

संकपंण: 'वासुदेवस्वरूपेण कार्यस्संकर्षणः प्रभु: । 

स तु शुक्लवपुःकार्यो नीलवासा यदूत्तम ! ॥ 

गदास्थाने च मुसलं चक्रस्थाने च लाङ्गलम्‌ | 

ded तनुमध्यो तु नृरूपौ रूपसंयुतौ ॥ 

NIFT: वासुदेवस्वरूपेण प्रद्युम्नरच तथा भवेत्‌। 

स तु gig _रश्यामस्सितवासा विधीयते ॥ 

चक्रस्थाते भवेच्चापो गदास्थाने तथा शरः | 

तथाविधौ तौ कत्त॑व्यौ यथा मुसललाङ्गलौ ॥ 

चापबाणधरः कार्यः qama सुदर्शनः । 

राजन्निन्द्रमणिश्यामश्वेतवासा मदोत्कटः | 

अनिरुद्धः . . एतदेव तथा खूपमनिरुद्धस्य कारयेत्‌ | 
पद्मपत्राभवपुषो रक्ताम्बरधरस्य तु ॥ 

चक्रस्थाने भवेच्चर्म गदास्थानेऽसिरेव Wd 

चमं स्याच्चक्रूपेण प्रांशुः खड्गो विधीयते ॥ 

चक्रादीनां स्वरूपाणि किंचित्ूर्वं सुदशयेत्‌ । 

रम्याण्यायुधरूपाणि चक्रादीन्येव यादव ! ॥ 

वामपाइवेगताः कार्या देवानां प्रवरा ध्वजा: | 

: सुपताकायुता राजन्‌ ! यष्टिस्थास्ते यथेरितम्‌ ॥ 

. अनिरुद्धसाम्बौ कत्तंव्यञ्चानिरुद्धोपि खड्गचर्मंधरः प्रभुः 

- साम्बः कार्यो गदाहस्तस्सुरूपष्च विशेषतः ॥ 0 

T साम्वानिरुद्धो कत्तव्यौ पद्माभो रक्तवाससो | A 
(iii) 4e mo देविकवासुदेवं . सिहासने समासीनं चतुभुज शंखुचक्रधर्‌ श्रीभूम्या 
E सहितं तथा देवस्य दक्षिणवामयोः पूर्वोक्तान्देवान्बल भद्रस्य ` 

देवीं रेवतीं प्रद्युम्नस्य दक्षिणो रोहिणीमनिरुद्धस्योषां 
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अ. वासुदेवत्रयम्‌ 


ब. WAY णादित्रयम्‌ 


(c Es) 


अथातः सम्प्रवक्ष्यामि विष्णुमूर्तेश्व लक्षणम | 
मूर्तयो वासुदेवाद्या युगादिवर्णभेदतः ॥ 
कृते युगे वासुदेवस्त्रेतायां कृष्ण एव zy 
qut द्वापरे चँवानिरुद्वशच कलौ युगे ॥ 
वासुदेवो भवेद्विप्रे क्षत्रे संकर्षणः शुभ: | 
wam तथा वैश्ये शूद्रे चेवानिरुद्वकः || 
शुद्धर्फटिकसंकाशं छत्राकारं तु मस्तके | 
दक्षिणे च करे शद्भस्तस्याधस्ताद्‌ गदा शुभा ॥ 
वामे चोर्ध्वे तथा चक्रमधः पद्मं सुशोभनम्‌ | 
स्याद्वासुदेवमूतिः स्वा पूजनीया द्विजोत्तमैः N 
रक्तवर्णं दिव्यदेहं मुकुटं चैव मस्तके । 
दक्षिणोर्ध्वे करे शङ्खं तस्याधरच गदोत्तमा ॥ 
वामोर्ध्वे तु भवेत्‌ पद्मं तस्याधरच सुदर्शनम्‌ । 
agi भवेन्मूतिः क्षत्रियाणां वरप्रदा ॥ 
पीतवर्णा AGE प्रमुखी कृतमस्तका | 
दक्षिणोध्वंकरे शङ्कं तस्याऽधश्चक्रमुत्तमम्‌ ॥ 
वामे कौमोदकी aed तस्याधः पंडूजं तथा । 
qaam  भवेन्मूतिवेश्यानां हितकामदा॥ 
अतसीपुष्पसंकाशा वालेन्दुकृतमस्तका | 
दक्षिणोध्वे गदा चेव तस्यधाश्चक्रमुत्तमम्‌ ॥ 
वामोध्वेहस्ते शङ्खं च तस्याधः पद्कुजोत्तमम्‌ | 
अनिरुद्धस्य मूर्ति: स्यात्‌ शूद्राणां वरदायिनी ॥ 
केशवो नारायणश्च माधवो वासुदेवकः | 
त्रिविक्रमो वामनइच श्रीधरः प्रद्युम्नस्तथा d 
हृषीकेशः पद्मनाभो दामोदरोऽनिरुद्वकः | 


दक्षहस्तस्याध आद्यं दक्षिणोर्ध्वं पुनस्तथा ॥ 
वामस्योध्वमधइ्चान्ते नाम्ना प्रदक्षिणक्रमः ॥ 


अथासां सर्वंमूर्तीनां weaver: करत्रमात्‌ | 
नापसव्येन कुवीत मूर्तीवे विष्णृरूपिकाः ॥ 
Tate चक्रगदे केशवे वासुदेवके | 
शङ्खाम्बुजगदाचक्रं नारायणे तत्सम्भवे ॥ 
गदाचक्रे qa माधवे वामुदेवके। 
सालङ्कारं भवेद्रूपं ३वेतवर्ण तथेव च॥ 
चक्रं गदा magi गोविन्दे गोपवद्धने | 
गदापझे शङ्कचक्रे विष्णौ स्युजंगतीपतौ ॥ 
चक्रशङ्खौ gam तथा स्ुर्मधुसूदने। 
साडूषंणास्त्रयो भेदा विष्णुरूपादिकोद्भवाः I 
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पद्मं चक्रं गदा aa श्रीधरे श्रीनिकेतने । 
TAAA त्रयो भेदा विष्णुशस्त्रसमुद्‌ भवाः ॥ 
य. अनिरुद्रादित्र्म्‌ गदा चक्रं anal हृषीकेशे उदाहृताः d 
Ta चक्रगदे पद्मनाभे ब्रह्मोद्‌भवे? ॥ 
पद्मशंखगदाचत्रं दामोदर उदाहृतम्‌ d 
अनिरुद्धस्य भेदाइच पुराणश्च प्रबोधिताः ॥ 


| (sm ) 

| 

स. प्रद्युम्तादित्रयम्‌ qi गदा चक्रशंखो रूपे त्रैविक्रमे ani 
शंखचक्रगदापद्मं वामने बछिबन्धने ॥ 


र. अन्याः वामुदेवजाः अधथान्याःसम्प्रवक्ष्मामि faf वामुदेवजाः। 
द्वादश मूर्तयः संकर्षणश्च प्रद्ुम्रोऽनिरुद्वच यथाक्रमम्‌ ॥ 
x अधोक्षजः कृष्णकातिक्रेयरच पुरुषोत्तम: | 
ताक्ष्यं ्वजाच्युतोपेन्द्रा जयन्तो नारसिहकः ॥ 
जनादंनो गोवद्धनो हरिः क्रष्णस्तथेव च । 
पदं गदा शंखचक्रे JASAT सदा ॥ 
पद्मं कृष्णकातिकेये शक्तिखेटककम्बरवः । 
चक्रपद्मे शंखगदे तथा च पुरुषोत्तमे ॥ 
qui शंखो ध्वजा गदा चिन्हं चक्रं ताक्ष्येस्थे गरुडध्वजे | 
गदा पझं चक्रशंखावच्युते विष्णुरूपक्रे ॥ 
उपेन्द्रमूतौं शांखोऽथ गदा चक्रं च पद्मकम्‌ | 
अक्षचक्रदण्डपद्मं वादित्रैः परिवेष्टिते ॥ 
जयन्तनामविख्याते रिपुसैन्यविमदंने | 
चक्रपद्मगदाशंता नारसिंहे तर्थव च॥ 
qd चक्रं शङ्कगदे wt च जनार्दने। 
daii चाऽक्षचक्रांखाव्जं गोपवल्लभे ॥ . 
शङ्कचक्रे mÈ हरौ वै MATAR | 
ag! गदा Taam कृष्णमूतौं तर्थव च ॥ 


तिस्रस्तिस्रश्चतु भें दे रेवं द्वादशमूतेय: | 
(५) रूप० वासुदेवस्संकषण: ्दयुस्तश्चानिरुद्धकः | 
इ्वेतरक्तपीतकृष्णा क्रमात्कृतयुगादिषु d 


पूज्या द्विजातिभिश्‍चेषां gap कुकुटाण्डवत | = 
त्रपुषाभं च बाहिव्दुपर्म कुर्याच्छिर क्रमात्‌ | 


(vi) शिल्प० २३ विक्रान्त्या ध्वस्तवै रिव्रजमजितमपास्तावनीभा 
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agaaga IJA निरुद्धक: | 
स्फटिकस्वर्णदूर्वेन्दुनी लाभा वर्णतो मता: ॥ 
चतुर्भुजाइचक्रशद्भु गदापद्भुजधारिण: । 
क्रिरीटकेयू रिणश्व पीताम्बरधरा अपि ॥ 


मानुषो NZ अथ मातुष॑ वापुदेवमायताचे विमाने मध्यमं दशतालमितं सविशति- 

d» आ० शतांगुलं द्विभुजं चक्रशंखधरं दक्षिणे रुविमणीं देवीं तददक्षिणे ga- 
मुसलबर sang तहक्षिणे sae द्विभजं क्षुरिकाधरदक्षिणहस्तं 
कट्यवल!म्बतवामहस्तं तहक्षिणे विरिञ्चं aquai चतर्भजं देवस्य 
वामपाइवेऽनिरुद्धं द्विभृजं गखेटकधरं तद्वामे साम्बं द्विभजं 
दानदक्षिणकरमन्यद्दण्डवरं तस्थ वामे गरुडं च कारयेत्‌ । तेषां 
वर्णाम्बराभरणानि भृगूवतविधिना कारयेत्‌ । देवानेतान्स्थितानेव- 
संस्थाप्य -तद्रूपं कौतुकं कारयेत्‌ । अथवा तेषां मध्ये विष्णं 
चतुभृजमेव स्थापयेत्‌ | 


i त्रेलोक्यमोहन: adamga वक्ष्ये संसारे मोहकारक: । 
(1) अ० पृ० २१९ स॒ पोडशभुेर्युवतः ताक्ष्यस्थशच महावलः ॥ 
गदा वज्ञांकुशौ बाणः शवितश्चक्रं तथा क्रमात्‌ | 
वरदश्चेति हस्तेषु ह्यस्त्राणि दक्षिणेषु च ॥ 
मुद्गरः पाशशाङ्गे च शंख: पद्मं कमण्डलुः | 
शृङ्गी वामेपु हस्तेषु योगमुद्रा करद्वये ॥ 
नरास्यो नारसिंहास्थः सूकरः कपिलाननः | 
द्विरष्टशक्तिसंयुवतः [कार्यस्त्रलोक्यमोहनः ॥ 


(ii) रूप० मुखानि पूर्वंवत्तस्याप्यथ त्रैलोक्यमोहनः । 
स षोडशभुजस्ताक्ष्यारूढः प्राग्वच्चतुर्भुजा? ॥ 
गदाचत्राङ्कू शौ बाणं शबितश्चक्रं वरं क्रमात्‌ । 
दक्षेषु मुद्गरः पाराश्शा ङ्गंश ङ्कान्जकु ण्डिका ॥ 
शृङ्गी वामेषु हस्तेषु योगमुद्राकरद्वयम्‌ । 
नर च नारसिंहं च सूकरं कपिलाननम्‌ ॥ 

2o fern विश्वरूपो महातेजा fasaa: सृष्टिकारक:। 

(i) So Jo २१९ तस्य चाऽनुक्रमं वक्ष्ये भुजानां विशतिस्तथा ॥ 
पताका, GASTO च वज्ञांकुशशरास्तथा | 
नक्त च बॉजपूरं च वरो दक्षकरेष च.॥ 
पताका दण्डपाशो च गदाशाङ्ग तथव Wd 


पद्म AG) च मुसलमक्षं वामभजेष च॥ 
करयुग्मे योगमुद्रा वेनतेयोपरिस्थितः | 


नरश्च नारसिंह श्रीमुख: सूकराननः d 
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स्रस्टा विश्वस्थ जगतो fayla महोद्भवः । 

शक्तिविशतिसंयुव्तः कर्तव्यः सर्वकामदः ॥ 

(11) रूप faa gaii विश्वरूपश्चतुर्मृखः । 
पताका gag च Ag AITANT ॥ 

चक्रं च बीजपुर च वरो दक्षिणबाहुषु | 

पताका दण्डपाशो च गदाखडगोत्पलानि च ॥ 

श्रृङ्गी मुसलमक्षं च तक्रमात्सयुर्वामबाहुषुः। 

हस्तद्वये योगमुद्र चैन (?) गरुडोपरिस्थितः ॥ 

क्रमान्नरनृसिहस्त्रीवराहमुख वन्मुखैः । o 

4375: प्रवचम्यय àge सोऽष्टबाहुर्महाबलः | 

(1) अ०्पूृ० २१९ गरुउस्थश्चतर्व हूत्रः कतंव्य: शान्तिमिच्छता ॥ EC 
गदाखड्गो वाणचक्रे दक्षिणे$स्त्रचतुष्टयम्‌ । 

दांखःखेटो धनुः पद्मं वामे चाऽस्त्रचतुष्टयम्‌ ॥ 

पुरतः पुरुषाकारो नारसिहश्च दक्षिणे। 

अपरे श्रीमुखाकारो वाराहास्यस्तथोत्तरे॥ ae 

(11) रूप: वैकुण्ठं तु प्रवक्ष्यामि सोऽप्टबाहुर्महावलः | 
ताक्ष्यासनइचतुव॑कत्र: कर्तेव्यश्शान्तिमिच्छता ॥ 

गदां खङ्गं शरं चक्रं दक्षिणेऽस्य चतृष्टयम्‌ | 

qq खेटं धनुः पदां वामे दद्याच्चतुष्टयम्‌ ॥ 

अग्रतः पुरुषाकारं नारसिंहं च दक्षिणे। 

अपरं स्त्रीमुखाकारं वाराहास्यं तथोत्तरम्‌ ॥ 

qa अनन्तो$नन्तरूपरच यतो5चन्‍्तजगद्भूव: । 

Wo ge २१९ ्रनन्तश्क्तिसंकी se e i 4 
भजे दादशकंरयुक्तरचतुवंकत्रो महोत्सव: । 

बुपर्णकेतुराख्यात: कर्तव्य: सर्वकामद:॥ | 

गदा खड्गश्च चक्रं च वर्जजाकुशवरास्तथा । | 

भुजेषु दक्षिणेष्वेवमस्त्रपट्कं तथोत्तमम्‌ 

जः खेटो agit दण्डपाशौ तर्थव C 

भुजेषु चेव uH ह्मसत्रपट्क मिती 

; नरास्यो नारसिहास्यः श्रीमुख 

A तेजपुञ्जमयः कार्यो ह्यनः 
अतन्तोऽनन्तरूपस्तु. | 


05४ >> 
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( Ga} 
योगेश्वरः पद्मासनसमासीनः किञ्चिन्मीलितलोचनः | 
(i) fire सं० घोणाग्रे दत्तदृष्टिश्‍च इवेतपद्मोपेरि स्थित: ॥ 
वामदक्षिणगो हस्तावुत्तानावेकभागगो | 
तत्क रद्वयपाइरवं स्थे TESEHENIS ॥। 
ऊर्ध्वे करद्वये तस्य पाञ्चजन्यस्सुदशेनः | 
योगःवामी स विज्ञय: quat मोक्षाथियोगिमिः T 
(i) to sre अथादिमूतिविधिं वक्ष्ये | अनन्तात्सङ्ग समासीनं दक्षिणं wan 
वाममाकुङ्च्य दक्षिणहस्तमनन्तोत्सङ्गे न्यस्य वामं वामजानध्व 
प्रसाय agag शङ्खचक्रधरं फणाभिः पञ्चभिर्वा छन्नमौलि 
प्रवालाभ सर्वाभरणभूषितं कृत्वा तहृक्षिणे भृगं बामे मार्कण्डेयः 
मेकजानुक्रमेणासयित्वा दक्षिणे ब्रह्माणं वामे शङ्करं च कृत्वा तद्रपं 
कौतुकं च कृत्वा प्रतिष्ठोक्तक्रमेण प्रतिष्ठां कारयेत । 
लक्ष्मीनारायणो लक्ष्मीनारायणौ कार्यों संयुक्तौ दिव्यरूपिणौ | 


(i) चिदवकर्म ० 


(11) fatete २३ 


(ui) शिल्प० २५ 


१. योगस्थानकमूतिः 


दक्षिणस्था विभोमतिल॑क्ष्मीमूतिस्त॒ वामतः ॥ 
दक्षिण: कण्ठलग्नोऽस्या वामो हस्तस्सरोजभत | 
विभोर्वामकरो लक्ष्म्या कुक्षिभागस्थितस्सदा ॥ 
सर्वावयवसम्पूर्णा सर्वालड्का र भूषिता | 
सुष्ठुनेत्रकपोलास्या रूपयौवनसंयुता ॥ 
fafa: कार्या समीपस्था चामरग्राहिणी शुभा | 
TWIST वाहने सव्ये देवाधोभागगं सदा ॥ 
चक्रधरा तस्य द्वौ कार्यों पुरुषौ पुरः। 
वामनौ हारकेयूरकिरीटमणिभूषणौ ॥ 
उपासको समीपस्थौ प्रभो ब्र ह्यशिवात्मकौ । 
रशनां योगपट्टं च शिखामञ्जलिमास्थितौ ॥ 
हस्ते बिभ्रत्‌ सरसिजगदाशङ्कचक्राणि विद्यां 
पद्मादशौं कनकलझं मेघविद्यु विलासम्‌ । ' 
TAT ङ्गस्तनमविरलाकल्पमाइलेषलोभा- 
देकीभूतं वपुरवत व पुण्डरीकाक्ष लक्ष्म्योः । 
चक्रं विद्यादरघटगदादर्पणान पद्मयुग्मं 


दोभिबिश्रत्‌ सुरुचिरतर॑ मेघविद्यत्निभामम | 
गाढोत्कण्ठाविवशमनिशं पुण्रीकाक्षलक्ष्म्यो- 


रेकीभूत॑ वपुरवतु व: पीतकौशेयकान्तम ॥ 
३ ASTTTETSSTEDSTQ TFT (er, ) 


देवेशं इयामाभं चतुभ जं शखचक्रधरम भयकरदक्षिणहस्तं 
वरद कटयवलम्बितवामहस्तं दक्षिणे चेकजानुनासीनं भृगुं तथा 
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वाम माकेण्डंय तथव भूमिपुण्याचिते वा दक्षिणे मित्तिपार्द्व हेमाभं 
चतुभु जमक्षमालाकमण्डलुवरमभयकटचवलम्वितहस्तं ब्रह्माणमुत्त- 
राभिमुखमुत्तरे faf इवेताभं चतुभु जं मृगपरशुघरमभय- 
| कटयवलम्बितहस्तं agi दक्षिणाभिमुखं स्थितमेव कारयेत्‌ । 
| टि०-ज्रह्मशङ्कराम्यां हीनं मध्यमम | पूजकमुनिभ्यां हीनमधमम | 

| २. भोगस्थानकमूर्ति: द्वितीयं भोगस्थानकं "DES इयामाभं शंखचक्रधरम- 
| भयवरददक्षिणहस्तकट्यवलम्त्रितसिहकर्णवामहस्तं तथा ब्रह्मेशौ, 
दक्षिणे श्रीदेवी रुवमाभां सुस्थितदक्षिणपादां किचित्कुञ्चित- 
वामपादां धृतकमलदक्षिणहस्तां प्रसारितवामकरां देवं किचि- 
त्समीक्ष्य स्थितां, वामे हरिणीं इयामाभां प्रसारितदक्षिणहस्तां धतो- 
त्पलवामहस्तां सुस्थितवामपादां किचित्कुंचितदक्षिणपादां देवं 
किचित्समीक्ष्य स्थितां कारयेत्‌ । देव्योरहस्तौ पादौ विपरीतौ वा 
कारयेत्‌ | दक्षिणे भृगु दक्षिणजानुनासीनं वामेनोत्कुटिकमासीनं 
सपद्मवामहस्तं दक्षिणोरुनिहितदक्षिणकरं वामे पुराणं वामेन 
जानुनासीनं सपद्मदक्षिणहस्तं ( वामोरु ) विन्यस्तवामकरं 
कारयेत | एवमासयित्वा हस्तौ सम्पुटौ वा कारयेत्‌ । भित्त्यूध्वंभागे 
मायासंह्ला दिनी भ्यां कामिनीव्याजनीम्यां तुम्बुरुनारदाम्यां किन्नर- 
मिथुनाभ्यां यक्षविद्याधराभ्यां सनकसनत्कुमाराम्यां सूर्यचन्द्राम्यां 
युक्तमुत्तमं भोगस्थानकम्‌ | 


टि०-तुम्बुरुनारदाभ्यां यक्षविद्याधराम्यां हीनं मध्यमम्‌ | 
सनकसनत्कुमाराम्यामादित्यचन्द्राम्यां पूजकमुनिम्यां हीनमधमम्‌ | 
३. वीरस्थानकमूतिः तृतीयं वीरस्थानक् देवं इयामाभं चतुभु जं शंखवक्रधरं दक्षिण- 
वामयोः ब्रह्मेशाभ्यां भृगुपुण्याभ्यां किष्किन्धसुन्दराभ्यां सनकसन- 
त्कुमाराम्यां सूर्य चनद्राम्यां युक्तमुत्तमम्‌ वीरस्थानकम्‌ । 
टि०--किष्किन्धसुन्द राभ्यां सनकसनत्कुमाराभ्यां हीनं मध्यमम्‌ । 
आदित्यचन्द्रा भ्यां .पूजकमुनिभ्यां हीनमधमं वीरस्थानकम्‌ । 


४, आभिचारक- चतुर्थमाभिचारिकस्थानकं देवं feast चतुभुजं वा धूमवणं श्यामः 
स्थानकमूतिः वस्त्रथरं शुष्कवस्त्रं शुष्का ङ्गं तमोगुणान्वितमूध्वनेत्रं ब्रह्मादि- 


देवं विवजितं पैशाचपद आर्द्राद्यनुक्तनक्षत्रे शरव्यां चरराशौ स्था- 
पितं विमानं च लक्षणहीनं वा कारयेत्‌ । ः 
५, योगासनर्मात: अथ योगासनं वक्ष्ये । देवेशं रवेताभं पीतवाससं चतुभु ज॑ जटा- 
मौलि इवेतपद्मे सम।सीनमूध्वंस्थितदक्षिणपादमधस्स्थवामपादमङ्क- 
विन्यस्तवामकरं शङ्कचक्ररहितपरभुजं इवेतवस्तरोत्तरीयं सोपवीतं 
कुण्डलाङ्गदाद्यलङ्कारभ्वितमीषन्निमीलितलोचनं च fafaa 
दक्षिणे ब्रह्माणमुत्तरे शद्धू रमूध्व॑भागे चन्द्रादित्यौ 


+ 
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कौतुकाहृक्षिणवामभागयोभू गुमाकण्डेयो तथा महीमार्कण्डेयो | 
वा कारयेत्तदुत्तमं योगासनम्‌ | 

टि०--चस्द्रादित्याभ्यां सनकसनत्कुमाराभ्यां हीनं मध्यमम्‌ । 
भृगृमारकंण्डेयाभ्यां हीनमधमम्‌ | | 

६. भोगासनमूतिः .. देवं सिहासने समारूढं श्यामलाङ्गं चतुभ्‌ ज ARTH- 

भयवरददक्षिणहस्तकटिविन्यस्तसिहकणेव।महस्त safra- | 
दक्षिणपादं दक्षिणे faa देवीं वामपादमाकुञ्च्य दक्षिणं cun | 
[सहासने सम|सीनां वामपाइर्वे महीं देवीं दक्षिण पादमाकुङ्च्य | 
वामं semi सिंहासनसमासीनामेतथोर्वामदक्षि णकरो पद्मोत्पल- 
घरावन्यहस्तौ सिंहासने निहितौ स्वोरनिहितौ सिहकर्णों वा तद्विः 
परीतौ वा "` "` दक्षिणोत्तरयोब्र ह्मश ङ्क रो थासीनो भुगु- 
मार्कण्डेयौ चैक्रजानुक्रमेणासीनौ, अन्यत्सर्वं योगासनवत्कुयत्‌ | AIT 
मित्तिपाशवं मायासंह्णादिनीभ्यां तुम्बुरुनारदाभ्यां किन्नरः 
मिथनाम्यां यक्षविद्याधराभ्यां सनकसनत्कुमाराभ्यां सूयचन्द्र।भ्या 
देवद्रमसमायुक्त मुत्तमं भोगासनम्‌ | 

टि०-तुम्बुरुनारदाम्यां किन्नरमिथुनाम्यां यक्ष विद्याधराभ्यां हीनं 
मध्यमम्‌ | सनकसनत्कुमाराभ्यामादित्यचन्द्राभ्यां पुजकमुनिभ्यां हीन- 
मधमं भोगासनम्‌। 


७. वीरासनमूतिः सिहासनोपरिष्टात्पद्मासने वामपादं समाकुञ्च्य दक्षिणं 
किचिस्रसार्यं समासीनं चतुभु जं श॑खचक्रधरमभयदक्षिणहर्तं सिंहः 
कर्णवामहस्तं `प्रवालाभं श्यामाम्बरधरं पूजकस्थाने श्रीदेवीं वामे 
महीदेवीमेकजानुक्रमेणासयित्वा दक्षिणे ब्रह्माणं मार्कण्डेयं वामे 
agi भृगुं च Mata चामरधारिण्यो च कारयेत्‌ | सनकः 
सनत्कुमाराम्यां सूर्यचन्द्रास्यां सहितमुत्तमं वीरासनम्‌ | 


टि०-तुम्बुरुनारदाभ्यां सनकसनत्कुमाराभ्यां कामिनीव्याजिनीम्यां हीनं 
मध्यमम्‌ | बह्मदद्धू राभ्यां सूर्ंचन्द्राभ्यां पूजकस्थाने देवीग्यां हीनमधमम्‌ | 
s. आभिचारिकासनमूतिः देवं वेदिकासने समासीनं द्विभूजं चतुभुजं वा. नीलाभं 
व्यामवस्त्रधरं तमोगुणान्वितमूर्ध्वाक्षं , देव्यादीन्विना लक्षणहीने 
विमाने शत्रुदिङ मुखे कृष्णाष्टम्यां द्राद्यनुक्तनक्षत्रे रात्रौ गर्भाः 

लये पैशाचपदे चरराशौ स्थापितमाभिचारिकासनम्‌ । 
९. योगशयनमूतिः . थ योगदाय्याक्रमं वक्ष्ये । देवं द्विभजमर्घार्धेशयनं पीतद्यामं 
$ दक्षिणहस्तमपधाने न्यस्य मोल्यग्रं agaa सम्यक्‌ प्रसार्य वाच्य 
समाकुञ्च्य तत्कोर्परमू्ध्वं कृत्त्वा कटिमवलम्ब्याथवा तदूरौ प्रसार्ष 
वा, पादं दक्षिणं प्रसार्यं वाममाकुञ्च्य शयानं सर्वाभरणभूषितं 
किचिदुन्मीलितलोचनं भूगुपुण्याचितं qmd मधुकटभसंयुक्‍्त च॑ 
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टि०-सप्तर्षीन्विष्वक्सेनं च विना मध्यमम्‌ । पुजकमुनिम्यां मधुकेटभाम्यां 4 


१०. भोगशयनपूर्ति: 


टि०-ुम्बुरुनारदाभ्यां लोकपालेरंच बिना मध्यमम्‌ | पुजकमुनिम्याम- 


१. वौरशयनमूतिः 


टि०-इद्रादित्यैरप्सरसोभिमु निभिरच विवा मध्यमम्‌ । 


१२. झाभिचारिक- 
दायनमूतिः 
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नास्थम्वुजसमासीनं ब्रह्माणं पळ्चायुधान्‌ गरुडं विष्वक्सेनं adi- 
इवापरनित्यूर्ध्व॑भागे प्राज्जलोकृत्य स्थितान्दक्षिणभित्तिपादवे 
FAT वामं शङ्कर च समासीनमेव कारयेत्‌ । एतदुत्तमं योग- 
शयनम्‌ | 


HE DR LR 


हीनमधमं विज्ञायते । 
द्वितीयं भोगशयनं देवेशं श्यामला दर्शनीयं युपुष्टाड़ चतुभु जं 
वाधंशयाचं ATTA हस्तं दक्षिणमुपधाने निधाय मुकुटमालम्ब्य 
किळ्चत्प्रसार्य वामं वामोरौ प्रसार्य दक्षिणं पादं प्रसार्यं वाममाकुञ्च्य 
शयानं कारयेत्‌ । ``" fates श्रियं देवीं देवस्कन्धवाहुस्पर्शा 
सपञ्नदक्षिणहस्तां कटक्रवामहस्तां पादपाइव महीदेवीं वामाडि A- 
संस्पर्शा हस्तेन दक्षिणेनोत्पलवृतां वामहस्तं कटकं कोतुकादृक्षिणे 
माकेण्डेयं वामे भृगुं दक्षिणे भित्तिपारर्वे चासीतं ब्रह्माणं वामे शङ्करं 
च दक्षिणे वक्रतुण्डं वामे विन्ध्यवासिनी पादपादर्वे मधुकेटभावुग्रवेग- 
समन्त्रितो. समुद्रत रङ्ग न्छादितजात्‌ अनन्तस्य विषज्वालाभिदं ह्य- 
मानौ वा. कारयेत्‌ । नापिपओे समासीनं ब्रह्माणं तदक्षिणे पञ्चा- 
युधान्‌ गरडोपरिष्टाहृक्षिणे भास्करमुत्तरे Praed. तथा बालरूपिणों 
तुम्बुरुना रदौ दक्षिगेऽस्विनावष्टलोकपालांस्तथाप्सरसश्च कारयेत्‌ । 
एतदुत्त मं भोगशयनम्‌ । 


À 


we i zl 
> ss 


i 
sie 


Mes 


See 


प्सरोभिश्‍च विनाधमम्‌ | 
ततीयं वीरशयतं देवं BATA ATA शकल चक्रधरं सव्य- 
हस्तं शिरोपधानं कृत्त्वा वामहस्तं AMA शयान पादपाइव 
श्रीभूमिम्यां पादमर्दकाम्याँ मधुकठ्भाम्यां संयुक्‍त कौतुकादक्षिणे 
मार्कण्डेयं वामे भग॒ ताभिपद्म समासीनं ब्रह्माणं पञ्चायुधान्‌ गरुड 
चन्द्रादित्यौ सप्तर्षीन्‌ द्वाइशादित्यानेकादशरुद्रान्‌ जयाद्यप्सरस- 
्तुम्बुरतारदौ किन्तरमिथुने सनकसनत्कु पारो ब्रह्मेशौ च कासयेदिति। 
एतदुत्तमं वीरशयनम्‌ | 


मिथनाभ्यां सनकसनत्कुमाराम्सा पुजकमुनिम्यां हीतमधमम्‌ 
C amm लक्षणहीतं fami द्विवलयमनुन्नत शिरः 
देवं नीलाभं द्विभजं चतुभु ज वा समनयतं महानिद्रासमायुक्त सम 
qqd शुष्काङ्गं श्यामवस्त्रधर सवं देवैविहीतं 
माभिचारिकशयनम्‌ । 
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४. वेष्णवदशावतारा: (द्वादशावताराः बो) | 
१. मत्स्यावतार: 'मत्स्यावतारिणं देवं मत्स्याकारं प्रकल्पयेत्‌’ । | 
२. कूर्मावतारः 'कूर्मावतारिणं देवं कमठाकृतिमालि | | 
३. वराहः नराङ्गो वाथ कतंव्यो भूवराहो गदादिभृत्‌ । | 


(i) Ho qe दक्षिणे वामके शंखं लक्ष्मीर्वा पद्ममेव वा ॥ 
्रीर्वामकूर्परस्था तु क्ष्मानन्तौ चरणानुगौ । 
वराहस्थापनाद्राज्यं भवाब्धितरणं भवेत्‌ ॥ 


(ii) fao wo ऐदवर्यसंनिरुद्धध्च वराहो भगवान्‌ हरिः। 


ऐइवर्यंशकत्या दंष्टाग्रसमुद्धतवसुन्धरः ॥ 
नूवराहोऽथवा कार्यशेषोपरिगतः प्रभुः | 
शेषश्चतृभ्‌ँजः कार्यश्चारुरत्नफणार्वितः ॥ 
मार्चर्योत्फुल्लनयनो देववीक्षणतत्परः । 


कतंव्यो सीरमुसलौ करयोस्तस्य यादव ! ॥ 
सपंभोगशच कर्तव्यः तथैव रचिताञ्जलिः । 
आलीढस्थानसंस्थानस्तत्पृष्ठे भगवान्भवेत्‌ ॥ 
बामारत्निगता तस्य योषिद्रूपा बसुन्धरा । 
नमस्करपरा तस्य कतंव्या द्विभुना शुभा ॥ 
यस्मिन्भूजे धरादेवी तत्र शंखकरो भवेत्‌ । 
TÀ तस्य कराः कार्याः पद्मचक्रगदाधराः ॥ 
हिरण्याक्षशिरश्छेदचत्रो दवृत्तकरोऽथवा | 
मृतोद्धतहिरण्याक्षः सुमुखो भगवान्भवेत्‌ ॥ 
qimat हिरण्याक्षं विदुर्बुधाः । 
ऐक्वर्येणाविनाशेन स निरस्तोऽरिमर्दनः ॥ 
नुवराहोऽथवा कार्यो ध्याने कपिलवरिस्थतः | 
दरिभुजस्त्वथवा कार्यः पिण्डनिर्वपनोद्यतः ॥ 
समग्रक्रोडरूपेण बहुदानवमध्यगः । 
न्‌वराहो वराहश्च dag: क्ष्माविदारणः॥ 
(iil) do are आदिवराहं चतुर्भुजं शङ्कचक्रधरं सस्यस्यामनिभं 
नागेन्द्रफणामणिस्थापितदक्षिणपादं तदूर महीं दधानं दक्षिणः 
हस्तेन देब्योः पादौ गृहणन्तं वामहस्तेन तामुपगृह्हुन्तं मुखेत देवीं 
ferr कृत्वा तां महीं प्राञ्जली ङ्गतहस्तां प्रसारितपादां पुष्पाम्बरः 
घरां श्यामाभां fattest समीक्ष्य ब्रीडाहषेण संयुक्तां सर्वाभरण 
संयुक्तां देवस्य स्तनान्तां वा पञ्चतालेन मानेन कारयेत्‌ | 
(iv) अ० go २१९ सप्तभागोच्छयं कुर्यान्नवभागायतो भवेत्‌ | 
द्विभागं मस्तकं कुर्यात तुण्डनाली द्विभागतः ॥ 
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भागा पिण्डे तुण्डनाली? ग्रीवास्थाने सार्धद्विकम | 
त्रिवलीसहिता ग्रीवा सार्वाशद्विकवृत्तिका ॥ 
मस्तकाधभागः स्कन्धः पादाइचतुर्भागतः | 
एवं पृष्ठोद्‌भवः कार्यो द्विरदाकारकरतथा di 
साधंद्रयंशावग्रपादावपरौ च द्विभागको । 
त्रिभागं पिण्डकं कार्यं भागं स्यादक्षदेशकम्‌ ॥ 
amima भागपादा खुरी मता । 
द्विभागं aaa कार्य सार्धस्यापि क्रमेण च ॥ | 
जानुभागं चार्ध-भागं शुण्डिका? (क्षुरिका)पादभागिका । 
विण्डभागे बाहुमध्ये एकभागं तथोदरम्‌ ॥ 
चतुर्भागो च द्वौ कुक्षी सुवृत्तं जठरं तथा। 
पुष्करं भागयादोनं TAP कोष्ठपालिका ॥ 
पुष्करं समविस्तारं वृत्ताकारं सुसंस्थितम्‌ । 
पुष्करे छिद्रयुग्म॑ च वक्त्रं दंष्ट्राहयान्वितम्‌ ॥ 
भागत्रयातुष्करतोऽर्धभागं मस्तकं परे। 
सपादभागः कर्णश्च स तत्राग्रोन्नतो भवेत्‌ ॥ 
कर्णयोः समसूत्रे तू भागार्धं दृष्टिरेव च। ` 
गजनेत्रोपमा कार्या मस्तकं गजमस्तवत्‌, d 
मस्तपुतकयोमंध्ये भाग षंडश वृत्तकाः। 
उद्धताग्रो वामपादोऽपरं स्याग्र क्रमम्‌? ॥ 
मस्तकस्य भागपादे पृष्ठे मेरुलिङ्गाकृतिः । 
तत्प्रदक्षिणतः कुर्यात्‌ त्रेलोक्यं सचराचरम्‌ ॥ 
पुच्छग्री वाग्र न्थि हृदया ग्रे वे शेषसम्भव: | 


HATA कूर्मो वे तस्याधो जलपट्टकम्‌ ॥ . 
एवमादि प्रकतंव्यमुवतं सौकरमानकम्‌ । 
aam बै लक्ष्मीर्वमि दंष्ट्रायां दक्षिणः करः ॥ 


| 
| 
| 
| 
| 
| 
| 
| 
j 


। (v) रूप» मत्स्यकूमाँ स्वस्वरूपौ नुवराहो  गदाम्वुजे | 
र विश्रच्छययामो वराहास्यो दंष्ट्राग्रेणोद्धतां धराम्‌ ॥ 
(vi) शिल्प० २५. नुवराहं प्रवक्ष्यामि सूकरास्येन शोभितम्‌ d 


गदापद्मधरं धात्रीं दंष्टाग्रेण समुद्धृताम्‌ ॥ 
विश्राणं कोपरे वामे विस्मयोत्फुल्ललोचन।म्‌ । 


कूर्मपृष्ठे पदं 
अथवा सूकराकारं 
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वराहमैदाः वक्ष्ये प्रलयवराहं वामपादं समाकुञ्च्य दक्षिणं प्रसार्य | 
अ. प्रलयवराहः सिंहासने समासीनं नीलाभं शंखचक्रधरमभयदक्षिणहत्तमुरु- 
şo To प्रतिष्ठितवामहस्तं पीताम्बरधरं सर्वाभरणभूषितं कारयित्वा तस्य 


दक्षिणे देवीं महीं पादं वाममाकुञ्च्य दक्षिणं प्रसार्यासीनां 
इयामाभां सर्वाभरणभूपितामुत्पलधरवामकरामासननिहितदक्षिण- 
करां किचिहेवं समीक्ष्य विस्मयोत्फुल्ललोचनां कारयेत्‌ । 

ब. यज्ञवराहः ; अथ यज्ञवराहं AI AINA शंखचक्रधरं वामपादं 
समाकुञ्च्य दक्षिणं प्रसार्यं सिहासने पीताम्बरधरं सर्वाभरण- 
भूषितं कारयित्वा तस्य दक्षिणे देवी श्रियं हेमाभां वामयादं समा- 
कुञ्च्य दक्षिणं प्रसार्यासीतां पद्मवरवामहस्तमासने निहितदक्षिण- 
हस्तां वामपारर्वे महीं देवीं सस्थ्रश्थामनिभां दक्षिणपाद- 
माकुञ्च्य वामं प्रसार्यासीनामुत्पलधरदक्षिणहस्ञामासने निहितः 
वामहस्तां देवं किचित्समीक्ष्य विस्मयोत्फुल्ललोचनां कारयेत्‌ । 
त्रयाणां वराहाणां तत्तद्रूपं कोतुकविम्बं विष्णुं चतुभूंजं वा 


कारयेत्‌ | 
Y. नर्रासहः “नारसिंहो ` द्विविधो गिरिजस्स्थूणजञ्चेति । adda 
qo sto शिहस्थेवान्यक्षराकारं तस्य  मूर्धादिपादतलान्तं सविशति- 
Tay A 00 000 000 O08. 00D "qm eq सिहासने पादं 


दक्षिणं प्रायं व।ममाकुञ्च्य समासीनं चतुर्भृजं शंखचक्रवरं 
कुन्देन्दुबवलप्रभं 'रक्तवस्त्रवरं  सर्वाभरणभूषितं करण्डिकाम- 
कुटयुतं पूर्वं ,दक्षिणकरमयभयं दधानं वामं कट्यवलम्वितमूरस्थं 
वा कारयेत्‌ । तहक्षिणे श्रियं देवीं वामपादमाकुञ्च्य दक्षिणं 
्सार्यासीनां |पद्मधरवामहस्तामासने निहितदक्षिणहस्तां 
सुंवर्णाभां सर्वाभरणभूषितां aramid महीं देवीं दक्षिणं पादः 
माकुङ्च्य वामं प्रसार्यासीनामुत्पलधरदक्षिणहस्त।मासने निर्हितः 
वामहस्तां श्यामाभां सर्वाभरणभूषितां कारयेत्‌ । अथवा 
सिहासनस्योरध्वे qr पादं 5सार्याकुञ्च्य तज्जानूर्ध्वे दक्षिणहस्तं 
गजहस्तवत्प्रसार्यं AAA संन्यस्यासीनं शंखचक्रधरं देवीम्यां 
सहितं कारयेत्‌ । 


` नरसिहभेदा: केवलं ' नृसिहदेवं पद्मपीठोपरिष्टाद्‌ दो पादौ .व्यत्ययेत 
अ. केवलनरसिंहः न्यस्योत्कुटिकासनेनःसयित्वोरूमध्ये वस्त्रेणादध्य सर्वाभरण 
(i) 46 ao संयुक्तं pis शंखचक्रधरमन्यहस्तौ जानूपरिष्टातप्रासारितौ si 
कारयेत्‌ | 
“fio Ho आसीनं ` द्विभुजं देवं प्रमत्तवदनेक्षणम्‌ | 


स्वेतस्फटिकसंकाइां चतुर्बाहुमथापि वा T 
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आंजानुलम्विनौ वाहू कर्तव्यौ तत्र दक्षिणे । 
समीपे कल्पयेच्चक्रं वामे शंखं समीपतः ॥ 
ऊर्थ्वस्विराभ्यां वाहुभ्यां दक्षिणे Test न्यसेत्‌ | 
वामे वाहौ गदाभ्यां लिखेच्चित्रविशारदः ॥ 
ब. स्थौण-नारसिहः अथ स्थूणनारसिह सोपावानसिहासने वामपादमाकुञ्च्यान्यं 
(i) 3» ato yag समासीनं चतुर्भुजं शांखचक्रधरमभयकदानदक्षिणहस्तमूरु- 
घ्रतिष्ठितवामहेस्तं सटास्कन्धसंयुवतं तीक्ष्णदंष्ट्रक्षणं भयानकं 
इवेताभं रक्ताम्बरधरं सर्वाभरणसंयुवतं कारयेत्‌ । स्य कोप- 
शान्त्यर्थं पाद्वयोर्देक्षिणवामयोः श्रीमह्यौ प्रह्लादं वन्दमानं च 
कारयत्‌ । दक्षिणे नारदं वीणाहस्तं fafana परितः 
प्रायाद्यैशानान्तमिन्द्रादिलोकपालान्वन्दमानांश्च कारयेत्‌ । 
(ii) अ० go ` wxfugt विवृत्तास्यो वामोरुक्षतदानवः । 
तद्वक्षो दारयन्माली स्फुरच्चक्रगदाधरः di 


(ii) fe ध’ | य एवं भगवाल्विष्णुनरसिंहवपुर्व॑ रः । 
ध्यानविधिस्स एवोक्तः परमज्ञानवर्धेनः |i 
पीनस्कन्धकटिग्रीवः क्ृशमध्यः कृशोदरः 
सिंहाननो नृदेहरच नीलवासाः प्रभान्वितः ॥ 
अ।लीढस्थातसंस्थानस्सर्वाभरणभूपितः i EE 
ज्वालामालाकुलमुखो ज्वालाकेसरमण्डलः di | 
हिरण्यकशिषोर्वक्षः पाटय़न्नखरैः qii 
नीलोत्पलाभः कर्तव्यो देवजानुगतस्तथा ॥ 


हिरण्यक शिबुर्दत्यस्तमज्ञातं विदुर्बुधाः | 

(iv) we ः नृसिहस्सिहवक्‍्तो$तिदंष्ट्राल: कुटिलोरूकः । : 
हिरण्योरस्स्थलासक्तविदारण हरद्वयः T 

(v) शिक्ष ० २५ नूसिहस्याहुति वक्ष्ये रौद्रपिद्धमुखेक्षणाम्‌ । 


भजाष्टकसमायुक्‍ता स्कत्वपीनसमाश्रिताम्‌ ॥ 
हिरण्यकशिपुं दैत्यं दारयन्ती नखाडू रैः । 
suerte पीनस्य खङ्गखेटकधारिणम्‌ ॥ 
तस्यान्त्रमालां निष्कृत्य बाहुयुग्मेन विश्रतीम्‌ । 


तीलोत्मलबच्छायां 
तप्तकाञ्चनसङ्काशां वालाकेस 
स. यावकनरसिहः अथ यानकनरपिह _ वीरः | 


de आ० qai gend: पञ्चरि 


| 
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सर्वाभरणभूषितं कारयेत्‌ । अथवाष्टाभिद्विरष्टाभिर्वा nita 
भयानक देत्यव आनुरूपं alas स्थूणजं कारयेत्‌ | 


५. वामतः (i) sro Jo ‘gat दण्डो वामत:स्यादथवा स्याच्चतुर्भुजः’ 
(ii) fao qo कर्तेब्यो वामनो agentai: । 


(ii) वे० आ० 


(iv) रूप० 


(v) शिल्प० २५ 


६. त्रिविक्रम: 
(1) fo ato 


(ii) fao ae 


पीनगात्रश्‍च कतंव्यो दण्डी चाध्ययनोद्यत: ॥ 
दूर्वाश्यामरच कतव्यः कृष्णाजिनधरस्तथा । 
अथ वामनं पञ्चतालमिति fagi छत्रदण्डधरं कोपीन- 
वाससं रिखापुस्तकमेखलोपवीतकृष्णाजिनसमायुतं पवित्रपाणि 
बालरूपं ब्रह्मवर्चस्विनं कारयेत्‌ । 
'वामनस्सशिखङ्श्यामो दण्डी पीचोम्बुपात्रवान्‌' 
कृष्ण।जिन्युपवीती स्याच्छ्री घृतकमण्डलुः | 
कुण्डली शिखया युक्तः कुन्जाकारो महोदरः ॥ 
त्रिविक्रमस्त्रिविधः प्रोक्तो wey त्रिपदत्यासाद्‌ भूलोका क्रम- 
णार्थं जानुमात्रमन्तरिक्षलोक्ाक्रमणार्थं नाभिमात्रं स्वर्गलोकाभि- 
FANT लजाटमात्रं चोध्वंपादो भवेत्‌ | एतेषु यथेष्टरूपं निश्चित्य 
पूर्ववच्चरताशतितालविभागेत देत्रमष्टबाहु चतुर्बाहुं वाष्ट- 


भुजे दक्षिणहस्ते चक्रशङ्खगदाशाङ्गंहलधरं चतुभु जे दक्षिण- ` 


हस्तेन चक्रधरं वामहस्तेन MATNA वरदं वा दधानं दक्षिण- 
हस्ते प्रसारितपादेन प्रसारितवामहस्तं स्थितइक्षिणपदं प्रसारितो- 
gaama श्यामाभं रञताम्बरधरं सर्वाभरणभूषितं, तत्पृष्ठे 
कह्पद्रुममिन्द्रर्छत्रमुभयोः पारद्वयोर्जंवनजलेशे चामरधारिणौ 
तदूर्ध्वे दक्षिणे दिवाकरं वामे निशाकरं तथा सन्‌ सनकसनत्कुमारो 
च कृत्वा प्रसारितपादस्योध्वभागे ब्रह्माणं तत्पादं प्रगृह्य हस्ताम्यां 
्रक्षालयन्तं HA तत्त्रौतशीं गङ्गां ब्वेताभां नाभेरूध्वे TEE 
प्राञजली कृतहस्तं च कारयेत्‌ । पादपार्श्वे नमुचिमंग्रम? माणं वामः 
पारवे क्रतुविघ्नकरं तं मुष्टिना प्रहरन्तं गरुडं, दक्षिणे वामनं तत्पा- 
aa वाल ,हेमाभं सर्वाभरणभूषितं सपत्नीक हर्षेग पाणिम्यां हेमः 
कलशमुद्धरन्तं तस्योध्बें जाम्बवन्तं भेरीताडनपरं च कारयेत्‌ | 
sagad सर्वं qag विधिना कारयेत्‌ । त्रिविकरप्रस्य कौतुकं विष्णु 
चतुभु जमेव कारयेत्‌ । 


सजज्ाम्ब्रुदसंकशस्तथा कार्य स्त्रिविक्रमः | 
दण्डपाशधरः कार्यइशंख चक्रगदाधरः ॥ 
शंबचक्रादापञाः कार्यास्तस्यसु रूपिणः । 


निर्देहास्ते न कर्तव्याइशेषं कार्यो तु पूर्ववत्‌ | 
५काध्ववदनः कार्यों देवो विष्फारितेक्षणः | 
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(Hi) दिल्प० २५ त्रिविक्रमक्रमं वक्ष्ये वामपादेन मेदिनीम । 

: आक्र!मन्तं द्वितीयेन साकल्येन नभस्स्थलम gi 
७. जामदग्न्यरामः जामदर्च्यरामं मध्यमददातालेन fad सविशतिशताङ्ग लं द्विभुजं 
(i) ĝo sre रवताभं इतेतवस्त्रधरं दक्षिणहस्तेन परशुधरमुद्दे्यवामकर॑ जटा- 


| 

| मुकुटधरं सोपवीतं सर्वाभरणभूषितमेवं कारयेत्‌ । कौतुकं qzd 
| विष्णुं चतुभु वा कारयेत्‌ । 
| 


(ii) Ho ge रामश्चापेपुहस्तस्स्यात्खड्गी परशुनान्वितः | 
(ii) fao घ० कार्यस्तु भागंवो रामो जटामण्डलदुदृ' शः | 

हस्तेऽस्य परशुः कार्यः कृष्णाजिनधरस्य तु ॥ 
(iv) रूप० जटाजिनधरो रामो भार्गव: qup Fa l 


| राघवरामः(1) go we ५८ दशरथतनयो रामो बलिइच वैरोचनि: शतं विशम्‌ | 
द्वादशहान्या शेषाः प्रवरसमन्यूतपरिमाणाः | 
(ii) Ho go रामश्चापी शरी खड्गी शङ्की वा द्विभुजस्मृतः | 
(ii) fao we रामो दाशरथिः कार्यो राजलक्षणलालित: | 
भरतो  लक्ष्मणश्‍चैव शत्रुध्नरच AZAT: I 
ała सर्वे कतंव्याः कितु मोलिविवजिता: । 
(iv) qo sto अथ राघवरामं सवशतिशताङ्ग afud द्विभुजं त्रिभङ्गस्थितं 
दक्षिणेन हस्तेन शरधरं वामेन चापधरं TATA रक्ताम्बरधरं 
किरीटाद्याभरणान्वितं कारयेत्‌ | देवस्य वाहुसमां देवीं सीतां नवाधं- 
तालमानेनाभङ्गवशाद्रुक्मांभां शुक्रपिच्छनिभाम्बरधरां aai- 
भरणभ्रुषितां घम्मिल्लबन्धयृतां करण्डिकामक्रुटोपेतां वामहस्तेन 
नीलोत्फुल्लपद्मधरां प्रसारितदक्षिणहस्तां कारयेत्‌ । देवस्य 
दक्षिणे पारवे देवं किचित्समीक्ष्य विस्मयोत्फुल्ललोचनां देवीं कार- 
येत्‌ । aream सौमित्रि देवस्य कर्णसीमात्तं aged वा लक्ष्मणं 
दशतालं पोडशाधिकराताङ्ग,लं "`` `" उद्वद्धकुन्तलं युवराज- 
भूषणान्वितं द्विभुजं रामवच्छरचापधरं सुवणंवणं श्यामाम्बरधरं 
समभङ्गान्वितं कारयेत्‌ | हनमन्तं प्रमुखे किचिद्‌ दक्षिणमाश्रित्य 
स्थितं देवस्य स्तनान्तं नाम्यन्तमूरुमूलान्तं वा सप्ततालमितं 
द्विभुजं दक्षिणेत हस्तेनास्यं वामेन स्ववस्त्रं च पिधानं किचिदुर्ध्वा- 
ननं कारयेत्‌ । 

आग्नेये राघवं पर्चिमाभिमुखमुत्तराभिमुखं वा शयामाभो 
रक्ताम्बरो मुकुटादिसर्वाभरणमंयुक्तः श्रीवत्साङ्को द्विभुजो दक्षिण 
इषधरो वामे धनुरवलम्ब्य त्रिभङ्गसंस्थितो माघमासे पुनवंसूजात- 
स्सीतापति रथान्यत्सवंमादिमूर्तेरिवा, रामं दाशरथि वीरं काकुत्स्थः 
मिति। तस्म दक्षिणे सीता हेमाभा शुक्लाम्बरा वामे १ 
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दक्षिणहस्तप्रसारिता दक्षिणं स्थितं  वाममाकुळ्च्य पाद- 
मुद्दन्थकोटिकोन्तलं करण्डिकामकुटसंयुक्ता वा सीता- 
यक्ष रबीजान्यस्सर्व श्रीमिव, सीतामयोनिजां लक्ष्मीं बेदेहीमिति । 
वामे सौमित्रि रक्ताभं श्यामाम्बरं द्विभुजो रामवत्तिभङ्गस्थितश्चा- | 
पधररचोहृन्धकोन्तलबुतो वैशाखे रोहिणीजातो लक्षाययक्षरबीजो5 | 
aad रामवत्‌, सौमित्रि रामातुजं लक्ष्मणं लक्ष्मीवर्धेनमिति । 
दक्षिणे भरतइश्यामाभो रक्ताम्बरो द्वन्धकौन्तलयुतश्शरचापखड्ग- 
खेटकध रो (्रिभुजस्त्रिभङ्गस्थितर्चैत्रे TARA मलेशो भगाद्य- 
क्षरबोजः श्रीवत्सकौस्तुभोऽन्यत्‌सर्वं रामवत्‌, भरतं कैकेयीसुतं 
रामानुजं धर्मचारिणमिति । वामे शत्रुव्नो हेमाभो रक्ताम्बरो द्वर्ध- 
कौन्तलयुतो ज्येष्ठ मासे धनिष्ठाजातो नामादयक्षरबीजो निर्मेछे- 
शोऽन्यत्सर्वं लक्ष्मणवत, wed रामप्रियं विजयं भरतानुजमिति । 
दक्षिणे पुरतोऽञ्जनाभः श्वेतवस्त्रधर: कपिरूपस्सर्वाभ रणभूषितो 
faust दक्षिणेनास्मं पिधाय वामेन वस्त्रं विधायावनतगात्रः 
सीताया वार्ताविज्ञापनपरो मृगवाहनो दण्डध्वजो महानादरवः 
श्रावणे मासि श्रवणजः कलायक्षरबीजो हनूमान्‌ कपिराजं ST 
wed शब्दराशि महामतिमिति । दक्षिणे शारं नपुसकं इ्यामाभं 
इवेताम्वरं त्रिनेत्रं ` रौद्रसमुद्रघोषरबं वायुवाहूनं पक्षध्वजं शिरसि 
शरभृतं माघमासे वारुण्यजातं शराद्यक्षरबीजं शरं महारवममोघं 
तीक्ष्णवारमिति । (अग्रतः बहुश्रष्टमस्ति— ग्रंथ कर्ता) 
(v) रूप० WHIT RGA: 
` (vi) शिल्पः वैदेहीसहितं - सुरद्रुमतले हैमे महामण्डपे 
मध्ये पुष्पकमासने मणिमये वीरासने सुस्थितम्‌ | 
m वाचयति प्रभञ्जनसुते तत्त्वं मुनिभ्यः परं 
ब्याख्यान्त भरतादिभिःपरिवृतं रामं भजे श्यामलम्‌ ॥ 
रामं रत्न किरीटक्रुण्लधरं ;केयूर हारा न्वितम्‌ 
सीतालङ कृतवामभागममलं सिंहासनूस्थं प्रभुम्‌ | 
सुग्री वादिसमस्तवानरगणैः संसेव्यमानं सदा 
विश्वासित्रपराशरादिमुनिभिः संस्तूयमानं भजे॥ 
वामे भूमिसुता पुरस्त्‌ हनुमान पश्चात्‌ सुमित्रासुतः 
शत्रुध्तो भरतञ्च पाइवंदलयो रगन्यादिकोणेष्वथ | 
सुग्रीवश्च विभीषण युवराटू तारासुतो जाम्बवान्‌ 
मध्ये नीलरुरोजकोमलर्रांच रामं अजे इयामलम्‌॥ 
वैदेहीमधिरूह्य जातपुलकां वामाङ्कृमासेविनीं 
वामेन स्तनचूचुकं पुलकिना वामं करेणामृशन | 
तत्त्वं दक्षिणपाणिना कलितया चित्मुद्रया शोभयन्‌ 
रामो मारूतिस्लेबितो लसतु मे साम्राज्यसिंहासने ॥ 
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( ९७ ) ! 
i जज बलदेवो हलपाणिमंदविश्रमलोचनइच कर्तव्य: | , 
(i) To Fo विश्रत्कुण्डलमेकं दंखेन्दुमृणालगौ रवपुः ॥ 


एकोनांश्चा कार्या, देवी: बलदेवकृष्णयोमंध्ये । 
कटिसंस्थितवामकरा _ “सरोजमितरेण चोद्वहती ॥ 
कार्यो चतुर्भुजा सा वामकराभ्यां सपुस्तकं कमलम्‌ । 
दवाभ्यां दक्षिणपाइवें , वरमर्िष्वक्षसूत्रं च ॥ 
वामेष्वष्टभुजायाः कमण्डलुर्चापमम्बुजं शास्त्रम्‌ | 
वरशरदपंण युक्तास्सव्यभुजास्साक्षसूत्राइच n 
(ii) अ० qe गदालाङ्गधारी च रामो वाथ चतुभुज: d 
amsi लाङ्गल दद्यादधस्शद्भं सुशोभनम्‌ ॥ 
(111) fao ao सीरपाणिबंल: कार्यो मुसली चैव कुण्डली | 
इवेतो5तिनी लवसनों मदोदड्चितलोचन: ॥ 


(iv) ĝo आ० अथ बलभद्ररामं मध्यमं दशतालमिति द्विभुजं funi 
दक्षिणहस्तेन मुसलधरं वामेन हलवरं इवेताभं रक्तवस्त्र धरमुद्रद्धः 
कुन्तलं दक्षिण रेवतीं देवीं पद़्किञ्जल्कवर्णा पुष्पाम्बरधरां दक्षिणेन 
हस्तेन पद्मधरां प्रसारितवामहस्तामेवं कारयेत्‌ । तद्रूपं कौतुक 
विष्णुं चतुभूंजं वा कारयेत्‌ | 

(v) Fo qo बलस्तु सुभुजः श्रीमांस्तालकेतुमंहाद्युतिः । 

वनमालाकुलो र्‌स्को निशाकरसमप्रभः ॥ 
गुहीतसीरमुसुलः कार्यो दिव्यमदोत्कटः | 
चतुभुजः सौम्यवक्‌त्रो तीलाम्बरसमावृतः ॥ 
मुकुटालझ कृतशिरोरोहो रागविभूषित; । 
रेवतीसहित; कार्यो बलदेवः प्रतापवान्‌ ॥ 


१०. कृष्ण: ध्यानम्‌ उदयगिरितटान्ते हक्मिणीसत्यभामा- 
(i) वि० so स हितमखिलगो पीवल्लभं देवदेवम्‌ । 
अभयवरदहस्तं पायसादं प्रसन्नं 


fammi ac नमामि ॥ 
कृष्णश्चक्रत्ररः कार्यो नीलोःपलदलच्छविः |"... 
इन्दीवरधरा कार्या तस्य साक्षाच्च रुक्मिणी ॥ 

gri मध्यमं दशतालमिति सविशति 
aga द्विभुजं इयामाभं रक्तवस्वषर सर्वाभरणभूषितं 
किरीटिनमुद्द्धकुन्तल॑ वा दक्षिणेन हस्तेन aar 
वामोद्यतकरकपू'रहिवकासूत्रदधस्तादथोध्वं प 


(ii) 40 are कृष्णस्य लक्षणं व 
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राघवस्योक्तमा्गेण । दक्षिणे रुक्मिणीं देवी हेमाभां धस्मिल्ल- 
कुन्तलयुतामुद्वद्वकुन्तलां वा प्रसारितदक्षिणहस्तां सपद्यवाम- | 
हस्तां तथा वामपार्इ्वे सत्यभामां श्यामाभां शिरोरुहबन्ध- | 
धम्मिलयुतामुद्रद्धकुन्तलयुतां वा सोत्पलदक्षिणहस्तां प्रसारित 
वामहस्तां सर्वाभरणसंयुक्तां कारयेत्‌ । देवीभ्यां करण्डिकामुकुटं | 
वेति केचित्‌ । देवस्य वामपार्र्वे गरुड प्राञ्जलीकृत्य सुस्थितं 
कारयेत्‌ । देवस्य दक्षिणहस्तं लीलायष्टियुतं वामं wang वा 
कारयेत्‌ | तद्रूपं कोतुकं विष्णु चतुर्भुजं कारयेत्‌ । 

तबतीतनटः नवनीतनटस्य वामपादमाकुञ्च्य स्थितं दक्षिणमुत्तान- 

(i) 3e sre कुञ्चितं दक्षिणहस्तमभयं नवनीतयुतं वा वामं प्रसार्योत्तानं 
सर्वाभरणभूषितमम्बरहीनमम्बरधरायुतं नवनीतनृत्तरूपं कारयेत्‌ । 


बेणुगोपालः गोपालप्रतिमां कु यद्विणुवादनतत्पराम्‌ | 
(1) fo 9e वर्हापीडां घनश्यामां द्विभुजामूध्वेसंस्थिताम्‌ ॥ 
गोपीगोपकन्याभिः परिवृतं दक्षिणं सत्ययोद्यतपादं 


(11) de sre am सुस्थितमाहूत्य द्विहस्ताभ्यामङ्ग,लीषु वेणुविवरान्संयोज्य 
न्रिभङ्ग भङ्गगानरससमन्वितगोपालं गायकम्‌ । 

पार्थसराथिः रथारूढं ध्वजाइवचत्रमुकुलादिरथा ङ्गर्युतं रथं कृत्वा 
पार्थ सचापं प्राञ्जलीक्ृत्याधस्स्थले स्थितं चोपरि यत्र यष्टिपाशौ 
गृहीत्वा दक्षपादं स्थितं वाममुद्धत्य रथभित्तो संस्थाप्य दक्षिण- 
हस्तेन sareta fatar लिमुद्रया संयुवतं पार्थंसारथिरूपं कारयेत्‌ | 


मदनगोपाल: रक्तवर्णो दशभुजस्सर्वालङ्कार भूषितः | 
TATÀ शङ्ख चक्रगदापझ्मपाशा ङ्क शसुमाशुगान्‌ ॥ 
| इक्षुकोदण्डमन्याभ्यां वादयन्वेणुमादरात्‌ । 


षोडशच्छदपसस्थष्पट्कोणोपरि संस्थितः ॥ 

गोपालो मदनास्योऽय्र मन्दस्मित मुखाम्ग्रुजः d 

स्वरपत्रस्थगोपीभिरादरादी क्षितोऽवतात्‌ i 

कालियाहिमर्दकः एवमेव काल्याहिफणो१रिस्थितं दक्षिणहस्त॑ सपताकं 

वामकरेणाहिपुच्छं संग्रह नृत्यन्तं कारयेत्‌ ।इति दिक्‌ क्ष्णः 
ख्पाण्यसंख्यानि वक्तुं न शक्यानि ; तस्माद्य भेष्ट रूपं कारयेत्‌ | 
११ बुद्ध पझाङ्कितकरचरणः प्रसन्न मूतिस्सुनीचकेशरच । 
i) Fo Fo पद्मासनोपविष्ट: पितेव जगतो wages: ॥ 
शान्तात्मा लम्बकणऱ्च गौराद्भरुचाम्बरावृत e fl 
< ध्वंपद्मस्थितो बुद्धो वरदाभयदायकः ॥ 
| Gii) fao we काषायवस्त्रसंवीतस्स्कन्धसंसक्तची वरः | 
| पद्मासनस्थो द्विभुजो ध्यायी बुद्ध: प्रकीतितः u 
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(iv) सान० बौद्धस्य लक्षणं वक्ष्ये सम्यक्‌ च विधिनाधुना । 


जिनदेवमस्थिरं युक्तं बौद्धस्य च विशेषत: ॥ 
स्थानकं चासनं वापि सिंहासनादिशंयतम | 
अस्वत्यवृक्षसंयुक्तं कल्पवृक्षं तथा न्यसेत्‌ ॥ 
शुद्धश्वेतवर्णं स्याद्‌ विश्ालाननसंयुतम्‌ 
लम्वकर्णमायताक्षं स्यात्तृङ्गघोणं स्मिताननम di 
diag विशालं च वक्षःस्थलं च सुन्दरम्‌ | 
मांसलाङ्गं सुसंपूर्णं लम्बोदरपूर्णक्ृत्‌ ॥ 
समपादस्थानक कुर्याल्लम्बहस्तं सुखासनम्‌ | 
द्विभुजं च द्विनेत्रं च चोष्णीषोज्ज्वलमौलिकम्‌ ॥ 
एवं तु स्थानकं कुर्यादासनादि यथाक्रमम्‌ । 
पीताम्बरधरं  कुर्यात्स्थानके चासनेऽपि च ॥ 
पीतं वामभुजोर्ध्वे तु चार्धकं तु साधना d 
स्थावरं जङ्गमं वापि दारु शैलं च लोहजम्‌ ॥ 
चित्रं adaa च चित्रभासमथापि वा । 
पट्टे वा भित्तिके वापि कुर्यान्मृत्तिकाशर्कराम्याम्‌ 
उत्तमदशतालेन कारयेत्त्व ङ्ग मानकम्‌ | 
शेषं प्रागुक्तवत्कुर्यात्तत्तदागमवद्‌ वुध: ॥ 


॥ 


(v) रूप ० बुद्धः पद्मासनो रक्तस्त्यक्ताभरणमूर्धजः d 
कषायवस्त्रो ध्यानस्थो द्विभुजो काद्वेपाणिक:? di 
१२ कल्की धनुस्तूणान्वितः कल्की म्लेच्छोत्सादको द्विजः | 
(i) ste Jo अथवाब्वस्थित: खड्गी दाह्लूचक्रशरान्वित; ॥ 
(ii) fae sre खड्गोद्यतकर: क्रुद्दो हयारूढो महाबल: । 
म्लेच्छोच्छेदकर: कल्की द्विभुजः परिकीतितः ॥ 
(iii) qe आ० कल्कितं मध्यमं दशतालमितमश्वाक।रं मुखमन्यन्नराकारं 
चतुर्भूजं TRIGA खड्गखेटकधरमुग्ररूपं भयानकमेवं देवरूपं 
कृत्वा कौतुकं विष्णुं चतुर्भूजमेव कारयेत्‌ | 
(iv) रूप० कल्की सखड़गोऽसवारूढो हरेरवतरा इभे । 
५. चतुविशतिमूतं यः । 


(i) Togo ` शंखचक्रपदापद्मी केशवाख्यो गदाधरः । 
(पाता०) नारायणः पञ्मगदाचक्रशङ्खायुेः क्रमात्‌ ॥ 

माधवश्चक्रशङ्काभ्यां पद्मेन गदया भवेत्‌ । | 

गदान्जशङ्कचक्री बा गोविन्दाख्यो गदाधरः Ir 

पद्मशङ्कारिगदिने विष्णुरूपाय वे नमः 


सञचङ्भान्जगदा चक्रम धुसूदन मुं ये i 
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ES T: नमो गदारिशज्ाब्जयुक्तत्रिविक्राय- च | 
| सारिकोमोदकोपद्मशह्लूवामनमूतंये il | 
चक्राब्जशङ्कगदिने नमः श्रीधरमूर्तये । 
हृषीकेशस्सारिगदाशङ्खप्मिन्नमोऽस्तु ते ॥ 
साब्जशङखलगदाच क्रपद्मनाभस्वसूतं ये 
दामोदर | श्भगदाचक्रपक्मिन्न मोऽस्तु ते ॥ 
शङ्खाब्जचक्रगदिने नमस्संकर्षंणाय च | 


सारिशङ्खगदाब्जाय वासुदेव नमोस्तु ते ॥ 
झङ्कचक्रगदाब्जादिधृत प्रममुम्न म्ये । 
नमोऽनिरुद्धाय गदाशद्भाव्जारिविधारिणे ॥ 
साब्जशा्कगदाचक्रपुरुषोत्तम मूतं ये । 
नमोऽधोक्षजरूपाय गदाशङ्खारिपद्मिने ॥ 
नृसिहमूर्तये पञ्मगदाशङ्खारिधारिणे । 
पद्मारिशद्वगदिनि नमोऽस्त्वच्युतमूर्तये ॥ 
गदाब्जारिसशङ्ाय नमः श्रीकृष्णमूर्तये d 


(ii) wwe केशवः कमलं कम्बुं धत्ते चक्रं गदामपि । 
नारायणः कम्बुपद्मगदाचक्रधरो भवेत्‌ ॥ 
माधवस्तु गदां चक्रं शङ्खं वहति पङ्कजम्‌ | 
गोविन्दो धरते चक्रं गदां पद्मं च कम्बुना॥ 
बिष्णु: कौमोदकीं पद्मं पाञ्चजन्यं सुदर्शनम्‌ | 
मधुस्‌दनस्तु चक्रं ag सरसिजं गदाम्‌ ॥ 
त्रिविक्रमोम्बुजगदाचक्रशङ्खान्विभति यः । 
बामनरशङ्क भृच्चक्रा दापद्मलसत्करः r 
श्रीधरो वारिजं चक्र गदां ag दधाति य: | 
हृषीकेशो गदां चक्र. पद्मं शङ्कं चः धारयेत्‌ ॥ 
पद्मनाभः पाञ्चजन्यं पद्मं चक्र गदामपि | 
दामोदरोस्बुजं Me गदां धत्ते सुदर्शनम्‌ ॥ ` 
संकर्षणो गदाकम्बुसरसीरूहचक्रभृत्‌ । 
वासुदेवो गदाशङ्खचक्रपद्मधरो मतः ॥ 
प्रझुम्नश्चक्रभृच्छङ्खगदाम्भोजानि पाणिभिः | 
अनिरुद्धो लसच्चक्रादाशङ्कारविन्दवान्‌ |! 
पुरुषोत्तमस्तु चक्रं TM गदा दधत्‌ | 
अधोक्षजस्सरसिजं गदाशङ्कसुदर्शतम्‌ ॥ 
नरसिहस्तु.  (चक्ताब्नगदाकम्बुविराजित: | 
अच्युतस्तु ` गदापद्मचक्रशङ्खस्समन्वितः ॥ 
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| जनाद॑नोम्बुज॑ चक्रं कम्बु कौमोदकीं दवत । 

; उपेन्द्रो वहते श | चक्रं FTG ॥ 
हरिर्थारयते कम्बु चक्रं तामरसं गदाम्‌ । 
कृष्णः कर: पाञ्चजन्यं गदामब्जं सुदर्शनम्‌ ॥ 
एतास्तु मूत्तया sar दक्षिणाः करात्क्रमात्‌ । 

| वासुदेवा दिवर्णास्श्युष्षट्‌षडेते तदादयः 
टि०-अपराजित-पृच्छायाः चतुविशतिपुर्तीतां नामानि यतः नैकसमानि अत 
तसाधारणभुतिषु वामुदेवभेदेषु तासां सन्निवेशः । 


६. अन्या:वेष्णव-मूर्तयः--अंशावतारा: क्षुद्रमूतंय इत्यथः 


१. दत्तत्रेयः मन्दारमुले मणिमण्डपस्थं सुवर्णदानैकनिवद्धदीक्षम्‌ । 

दत्तात्रेयकल्पे ध्यायेत्परीत॑ नवनाथसिद्धैर्दारिद्रधदावानलकालमेघै: ॥ 
व्याख्यामुद्रां करसरिसजे दक्षिणे gaai 
जानुन्यस्तावरकर॒सरोजातवामो नतांस: d 
व्यानाधारात्सुखपरवञादर्थमामीलिताक्षो 

l दत्तात्रेयो भसितववल: पातु नः कृत्तिवासाः ॥ 

२. पुरुष: प्राच्यां gai gre मुखं uu Nanai श्रीमेदिनीम्यां संयुक्तं 

qo आ० पुरुषं gaara परं पुरुषं धर्ममयमिति । 


३. कपिल आग्नेय्यां कपिलं Taga इवेताभोऽऽ्टहस्तो दक्षिणेनेकमभंयमन्य- 
(i) 3e आ० च्चक्रासिहलधरो ate कट्यवलम्बितमन्यच्छङ्कूपाशदण्डधरो 
रक्तवासास्सावित्रीयुक्तं कपिलं मुनिवरं शुद्धं वेदरूपिणमिति । 


(ii) fac qo sara विद्धि वराग्यात्कापिलीं तनुमास्थितः । 
मध्ये तु करकः कार्यस्तस्योत्सङ्गगतः परः ॥ 
दोर्युगं चापरं तस्य शङ्खचक्रधरं भवेत्‌ । 
पद्मासनोपविष्टश्च व्यानसंमीलितेक्षणः ॥ 
कर्तव्यः कपिलो देवो जटामण्डलमण्डितः | 
वायुसंरोधपीनांसः पद्माडुःचरणद्दय: ॥ 
मृगाजिनेधरो राजन्‌ ! इमश्रुयज्ञोपवीतवान्‌ । ` 
विभूर्मन्त्रमहापद्यकलिकासंस्थितः प्रभुः ॥ _ 

वराग्यभावेन महानुभावो ध्यानस्थितस्स्वं परमं पदं तत्‌ | 


घ्यायंस्तथास्ते भुवनस्य गोप्ता AGATA पुरुषः पुराणः ॥ | 


४. यज्ञनारायणः नैऋत्यां परिचिममुखस्तप्तचामीकराभर्चतुरश्चङ्गो दविः 
do sro इश्ङ्कचक्राज्यदवीलुक्सुवजुहपधरस्त्रिपादो रः 
भूषितो दक्षिणवामयोस्स्वाहास्वधायुवतो यज्ञो, 


पुण्यं सर्वेक्रतुवरमिति | 
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५, व्यास: 
fa owo 


६. धन्वन्तरिः 


७. हयग्रीवः 
fao Wo 


द. Wd: 
To qo 


(९) wee: 
(i) वि० qo 


(u) श्रोतर्व ० 


(ii) wo go २१९ 


(९९०२) 


कृशः कृष्णतनुरव्यासः पिङ्गलोऽतिजटाधरः | 
सुमन्तुर्जैमिनिः पैलो वैशम्पायन एव च ॥ 
तस्य शिष्याश्च कतंव्याञ्चत्वार पारिपार्श्वकाः | 
धन्वन्त रिस्सुकतं व्यस्सु रूप: प्रियदर्शनः ॥ 
करद्वयगतर्चास्य MJT कलशो भवेत्‌ । 
मूतिमान्पृथिवी हस्तन्यस्तपादस्सितच्छविः T 
नीलाम्बरधर: कार्यो देवो हयशिरोधर: | 


विद्यात्संकर्षणांशेन देवो हथशिरोधरः ॥ 


कत्तेव्यो७्टभुजो देवस्तत्करेषु चतुष्वेथ । 
शर्जु चक्रं गदां पद्मं स्वाकारं कारयेद्‌ बुधः ॥ 
चत्वारश्च कराः कार्या वेदानां देहधारिणाम्‌ | 
देवेन मुध्नि विन्यस्तास्सर्वाभरणधारिणः 1 
चतुर्वेकूत्रस्चतुष्पादशचतुर्बाहुर्सिताम्बरः 
सर्वाभरणवाङ्छवेतो धर्मः कार्यो विजानता ॥ 
दक्षिणे | चाक्षमाला च तस्य वामे च पुस्तकम्‌ । 
मूतिमान्व्यवसायस्तु कार्यो दक्षिणभागतः ॥ 
वामभागे ततः कार्यो वृषः परमरूपवान्‌ । 
कायौ पद्मकरौ ler विन्यस्तौ तु तथा तयोः ॥ 
ताक्ष्यो मरकतप्रश्‍्यः कौशिकाकारनासिकः । 
चतुभु जस्तु कत्त॑व्यो वृत्तनेत्रमुखस्तथा ॥ 
गृध्रोरुजानुचरणः पक्षद्वयविभ्ुषितः d 
प्रभासंस्थानसौवर्ण कलापेन विराजितः ॥ 
छत्रं तु पूर्णकुम्भं च करयोस्तस्य कारयेत्‌ | 
Rat तु aaa तथा विरत्रिताञजलि ॥ 
यदास्य भगवान्पृष्ठे छत्रकुम्भधरौ करौ | 
न कत्तव्यौ तु कत्तंव्यौ देवपादधरौ शुभौ ॥ 
किचिल्लम्बोदरः कार्यस्सर्वाभरणभूषित: | 
उपेनदरस्याग्रतः पक्षी गुडाकेशः कृताञ्जलिः । 
सव्यजानुगतो zat मूर्ध्ना च फणिमण्डितः ॥ 
Ig नरग्रीवस्तुङ्गनासो नराङ्गकः | 
द्विबाहुः पक्षयुक्तशच कत्त॑व्यो विनतासुतः ॥ 
वैनतेयं प्रवक्ष्यामि प्रमाणे स्वाभिसन्निभः | 
विष्णोरेवाग्रतः कार्यो नान्येषां च दिवौकसाम्‌ ॥ 
मूले aagi मानं नतां स्तासादत्वांसक? | 
नवतालोद्भवा कार्या अर्चा चायामतस्तथा ॥ 


| 
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पञ्चपट्सप्ता farg a नतो छाया? | 
गुह्य नाभिस्तनं यावत्‌ वाहनस्योच्छ योज्य्रत: N 
पादा जानुकटिर्यावत्‌ अर्चाया वाहनस्य दक | 
PME च कर्तव्यं बे भयात्मकम्‌ ॥ 


नररूपसमाकारः तुङ्गतीक्ष्णोग्रनासिकः | 
भुजोपयु भयपक्षो मुकुटालङ कृतस्तथा ॥ 


तलजानुर्वामपादः पादो जानुषुटोऽपरः | 
WaT भव्यं पक्षोत्सेधसुशोमितः ॥ 
शिवाग्रे वृषभः स्थाप्यो विष्ण्वोरग्रे च पक्षिराट । 
त्रह्मणोऽग्रे सदा चेवं ABT हंस एव च ॥ 
सूर्याग्रे च भवेत्‌ व्योम Feat पादुका तथा | 
अर्चायाः पादपद्माग्रे पाढुकातुल्यमुच्छिता ॥ 


) शिहप० आजातूत्तप्तहमप्रभमथ (च) हिमप्रख्यमानाभि साक्षा- 


दाकण्ठात्कुङ्कमाभ ञ्रमरकुलसमश्यामलं मूध्नि शान्तम्‌ | 
्याप्तब्रह्माण्डगर्भ द्विभुजमभयदं पिज्नेत्रोग्रतारं, 
aed नीलाग्रनासद्युतिविविधमहापक्ष लक्ष्यं नमामि ॥ 
पायाद्वो गरुत्मानमृतघटगदाशङ्कचक्रासिनागा- 

न्बिश्राणःकृष्णपादो निजकरकमलेरष्टभिस्स्वर्णवर्ण: | 
पापध्ने: पक्षपातैरखिलविषहरेराश्रितातिघ्नवृत्तः 
श्रीमान्वा पन्नगारिस्सकलविषभयाद्रत्नजालोज्वालाङ्गः।। 


७. आयुध-पुरु षा:--आयुधपौरुषमू त॑ यः 


(i) ve कामि० angaso तु वक्ष्ये लक्षणपुवंकम्‌ । 


वज्रं शक्तिर च दण्डं च खड्गं पाशं तथाङ्क शम्‌ ॥ 
गदा त्रिशुलं wai च चक्रं चेति दशायुधम्‌ । 
एकवक्त्रं द्विनेत्रं च करण्डमुकुटान्वितम्‌ ॥ 
कृताञ्जलिगुटोपेतं द्विवाहुँ सर्वेलक्षणम्‌ । 
प्रतिमालक्षणप्रोक्तमानेनैव समाचरेत्‌ ॥ 
जाये शक्तिगदे ज्ञेये wart नपुंसके । 
शेषाः पुमांसो निज्ञेयास्त्वष्टतालविनि्मिताः ॥ 
स्वमूर्तायुधसंयुक्तास्स्वक्रियादेकता लतः b 
तालाष्टांशविवृद्धया तु चतुस्तालावसानकमू l 
कल्पयेदायुधं विद्वानस्त्र वर्गोक्तमार्गत: | 
qui geigi कायमथवा कु Ü 
हस्तयोरन्तरे वापि वामेतरकरे 
परित्यज्याङ्कु ,शं यद्वा 
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(ii) qe का० वर्ज शक्तिरच दण्डं च खड्गं पाशां तथाङ्क शम्‌) 
गदा त्रिशूलं चक्रं च प्नं चेति दशायृधम्‌ ॥ 
द्विभुजाइच द्विनेत्राशच सर्वाभरणसंयृताः । 
कृताञ्जलिपुटोपेताःकरण्डमुकु टाच्विताः T 
तत्तद्रक्‍तप्रमाणेन अस्त्रमूतिसमन्विता: | 
नानावर्णसमा युक्तं नीलजी मूतवर्णकम्‌ ॥ 
नीलकं पद्मरागं च तुषारं चेन्द्रनीलकम्‌ | 
शारदाभ्रं च रक्तं च वज्रादीनां तु वर्णकम्‌ ॥ 
जाये wate विद्यात्पाशपद्मे नपुंसके । 
शेषाः पुमानिति ख्याताः कीतितार्त्वस्त्रमूर्तयः d 


(ii) fre we शवितस्तु योषिदाकारा लोहिताङ्गी वृकाश्चिता | 
दण्डोऽपि {पुरुषः कृष्णो घोरो लोहितलोचन: ॥ 
खड्गश्च पुरुषश्श्यामशरीरः PANAT: | 
पाहास्सप्तफणस्सर्पपुरुषः पुच्छसंयुतः ॥ 
ध्वजस्तु पुरुष: पीतो व्यावृतास्यो महाबलः | 
गदा पीतप्रभा कन्या सुपीनजघनस्थला॥ | 
त्रिशूलं पुरुषो दिव्यस्सुभ्रूरश्यामकलेबरः | 
west पुरुषो दिव्यइशुक्ला ङ्ग्शुभलोचनः ॥ 

हेतिर्बहुतिथी (?) सा स्त्री भिन्दिशश्यामतनुः पुमान्‌ | 
श्रस्स्यासुरुषो दिव्यो रक्ताङ्गो दिव्यलोचनः d 
धनुस्स्त्री पद्मरक्ताभा ,मूध्ति पूरितचापभृत्‌ | 
एवमस्त्राणि पूतानि जानीयात्परमेशवरे ॥ 
उक्तानां चेव सर्वेषां मूध्नि स्वायुधलाञ्छतम्‌ | 
भुजौ द्वौ तु प्रकतंव्यो स्कन्धलग्तौ सदा Ga: ॥ 


gaiga: चक्रं शङ्खं च चापं परशुमसिमिषुं शूलपाशाङ्क sr 
(i) Rere विश्राणं waned हलमुसलगदाकुन्तमत्युगरदष्टरम्‌ | 
ज्वालाकेशं त्रिनेत्र कनकमयलसद्गात्रमत्युग्ररूपं 
वन्दे षटकोणसंस्थं सरलरिपुजनप्राणसंहारचक्रम्‌ ॥ 
(11) qo sro ज्यो तिश्चूडालमौ लि स्त्रिनयनवदनष्पोडशो ततुङ्गबा हुः, 
प्रत्याली ढेन तिष्ठन्प्रणवशशधराधारषट्कोणवर्ती | 


निस्सीमेन स्वभूम्ना निखिलमपि जगत्क्षेमवञ्चिमिमाणो, 
भूयात्सौदशंनो वः प्रतिभटपुरूष पूरुषः पौरुषाय ॥ 
उग्रं पश्याक्षमु्द्‌भू gfe समकुटं कुण्डलि स्पष्टदंष्टू 
चण्डास्त्र्बाहुदण्डैल॑सदनल समक्षौ मल&यो रु काण्डम्‌ 
e. प्रत्यालीढस्थपादं प्रथयतु भवतां पालनव्यमरमग्र 
चक्रेशोऽकालकाले रितभटविकटाटोपलोपाय रूपम्‌ ॥ 
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"v कुन्तं कृपाणं nggagang दण्डशम्तो 
Te कोदण्डपाशो हलमुसलगदावञ्जशूलांश्च हेतीन ! 
दोभिस्सव्यापसव्येदं धदतु लबलस्तम्भितारातिदर्पै-- 

व्यू हस्तेजोऽभिमानी नरकविजयिनो जुम्भतां संपदे व: ॥ 


| 
| वैष्णवी द्वारावती 
| 


gjo IO QRS द्वारकाया:प्रवक्ष्यामि छन्दात्पञ्च प्रकीतितान्‌ | ; 
अनुक्रमा दथेकेकं कथयिष्यामि च ध्रुवम्‌ ॥ | 
पद्मिनी विजयाख्या च श्रीतुद्भा चेव शान्तिकी । 
महोत्सवा च विज्ञेयाः पञ्चैव द्वारिका मता: ॥ 
पद्मित्याख्या कृतयूगे त्रेतायां विजया तथा । 
श्रीतुङ्ाख्या द्वापरे च शान्तिका च कलौ युगे ॥ ‘| 
चतुर्युगे चतुर्वेणें प्रशस्ता च महोत्सवा | 
तलच्छन्दाश्चतस्रःस्युः पञ्चमी स्यान्महोत्सवा?॥ 
agia विजया वासुदेवस्य पद्मिनी । | 
squerw श्रीतुङ्ाऽनिरुद्वस्याऽथ शान्तिका ॥ i 
महोत्सवा च क्रियते सर्वेमूर्तिषु कामदा | 5 | 
धर्मार्थकाममोक्षाणां प्राप्तिहेतव ईरिता: ॥ | 
चतुरश्रीकृते क्षेत्रे दशधा प्रविभाजिते | 
द्विभागा भित्तिरित्युक्ता गर्भ: पड्भाग ईरितः ॥ 
मध्यक्षेत्रत्रिभागस्तु ह्यर्चापीठः सुशोभनः । 
चतुरस्रे समे Sq वेदिकाकृति ॥ 
प्रतिष्ठाप्यो वासुदेवः sga एव च | 
agin: स्यात्सुखदो दक्षिणाभिमुखस्थित: ॥ 
gar: सुखदो देवःतथा वरुणदिङमुखः । 
कौवेरीमुख संस्थरच ह्मनिरुद्धस्तथोच्यते t 
एकपीठ समारूढाइचत्वारो हरयः स्थिताः। 
अपरप्रागग्निनिऋत्याशथिताः [कृष्ण उच्यते? ॥ 
धर्मार्थकाममोक्षाइव लम्यन्ते कृष्णदेवतः | 
कष्णदेवस्या$ दि मूर्ति: द्वारकादि जगत्पतेः ॥ 
यथा प्रजा बिना राज्ञा पुंभि हीनास्तु योषितः । 
द्वारिका कुष्णहीना तु बिना कृष्णं न शोभते ॥। 
एकया कुष्णमूरत्या च लब्धपु र्‍या च द्वारिका 
समस्तमूतियुक्ताऽपि विना कृष्णं न पुण 
स्वप्ने वा मनसा वापि द्वारिकां यस्तु १ 
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बद्धंमानापरं शिखरं ? कर्णानुगे कुछाकृति ? | | 
प्रागग्नीवोभयकुक्ष्योशच पक्षिराजाधिपगृहे ॥ | 
क्षादिमुतियंथाकृष्ण: ततो हीना समस्तका: | 
विभक्तिचनुक्रमौ तासां कथयामि विशेषत: T 
पादेन वा त्रिभागेन न्यूनः स्याद्वासुदेवक : 
आदिमूत्यर्धभागेन वाराहस्य तथोदयः ॥ | 
देवमानमिति ख्यातं भृत्यमानं च कथ्यते । | 
कटिनाभिस्तनन्धूना नूनं भृत्यादि--देवताः UI | 
बैकुण्ठो विशवरूपचा5नन्तरत्रैलोक्यमोहन: | 
ऐते स्कन्धसमानाइच शेषा न्यूनास्ततोऽपि च ॥ 
प्रासादे देवता मध्ये मण्डपे गर्भमध्यतः । 
serra aaa वेदिका जलपीठिका ॥ 
वेदाख्रं वेदिकाकारं जलपट्टस्य निर्गमम्‌ | 
वामुदेवादिक्रमेण स्थापयेच्चतुरो हरीन्‌ ॥ 
शुक्लाम्बरधरो देवः शुवलमाल्यानुलेपनः | 
शुक्लघ्वजपताकश्च शुक्लयज्ञोपवीतिकः ॥ 
चतुःसहस्त्रगोपीयुक्‌ कार्यः परिकरस्तथा | 
रुक्मिप्यादिगोपिकायुक्‌ प्राङमुखो वासुदेवकः । 
रक्तास्बरधरो देवो रकतमाल्यानुलेपनः ॥ 
रक्तध्वजपताकञ्च रवतयज्ञोपवी तिकः ।। 
रोहिप्यादिगोपिकायुगनन्तो दक्षिणामुखः । 
चतुःसह्नगोपिकायुक्‌ कार्यः परिकरस्तथा ॥ 
पीताम्बरधरो देवः पी तमाल्यानुलेपनः । 


पी तध्वजपताकश्च पीतयज्ञोपवीतकः ॥ 
रत्यादिगो पिकामुक्तः ्रद्युम्नःपर्चिमामुखः | 
चएुःसहृसगोपिक. युक्‌ कार्यःपरिकरस्तथा ॥ 
नीलाम्बरधरो देवश्चातसी पुष्पसन्निभ: | 
नी लध्वजपताकइ्च नो लयञ्ञोपवी तकः ॥ 


उपादिगो पिकायुवतोऽनिरुद३चोत्तरामुखः 
जत सहस्त्रगोपिकायुक कार्यः ५रिकरस्तथा ॥ 
शेषाः पङ्‌ वतौ smdegr केशवादिकमूतंयः | 
पक्षभद्रे मण्डपस्य मध्योत्तमगवाक्ष के ॥ 
ATHY दक्षिणे स्थाप्यो वामतो विश्वरूपक: | 
सूलगर्भस्य qe त्वनन्त त्रैलो व्यमो हनौ ॥ 
सण्डपाग्रे त्रिकं Fas ded सर्वकामदम्‌ | 
एकदविनिक्षणाः कायोः परितो मत्तवारणाः ॥ 
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WU RTN लक्ष्मीरवेवामपादइवंत: ॥ 
सम्मुखे च गवाक्षस्य द्वारस्य वामदक्षिणे । 
दुर्वासा नारदइचैव ह्यगस्तिद॑ण्डपाणिकः ॥ 
यथाविधि विधातव्या वत्सयुक्ता? च द्वादशी । 
विताने गोकुलोद्भाव कालीयस्यायभिदायकम्‌?॥। 
एवं वे द्वारिका कार्या संसारे मोक्षदायिनी । 
वर्मार्थेका ममोक्षाणां वाञ्चछितार्थफलप्रदा ॥ 
वैष्णव-विविध-प्रतिमा-पुजन-फलम्‌ 
Ho १० २१४ अथात: सम्प्रवक्ष्यामि विष्णु giaa लक्षणम्‌ । 
वर्णभेदानुक्रमं च मूर्तीनां च पृथग्विधिम्‌ ॥ 
केशवो नारायणश्च माधवो गोविन्दस्तथा | 
स्थापिता मूर्त॑यर्चँषां विप्राणां च सुखावहाः ॥। 
विष्णोर्मधुसूदनस्य क्षत्रियस्य फलप्रदे | 
त्रिविक्रमवामनयोः स्थापनं वैश्यसौखदम्‌ ॥ 
स्थापिता श्रैवरी सूतिः शाद्रस्यापि सुखावहा । 
रजकानां चर्मकारनटानां वरटस्य qI 
कैवतंमेदभिल्लानां हृषीकेशः सुखावहः | 
कुम्भकारो वणिखैश्या चक्रिकध्वजिनावपि | 
एतेषां प्रकृतीनां च सर्वेषां सुखावहः । 
पद्मनाभः सुविख्यात: स्थाप्यो देवश्चतुभ्‌ःजः ॥ 
वांस्व्यस्त्रकः? श्रीमान्‌ दण्डिनां च विशेषतः । 
दामोदरः समास्यातस्तथा च ब्रह्मचारिणाम्‌ ॥ 
यच्छन्त्येते शुभं राज्यं भृत्यपुत्रकलकम्‌ | 
हरि हरं ami नारसिहमतः परम्‌ ॥ 
ami da वाराहं adaig कारयेत्‌ । 


| 
| Wiel मध्यदेशे तु पीठोदुम्बरतः qne । 
| 


| धनं धान्यं च सौभाग्यं लभन्ते कर्तृकावराः ॥ 
| वेष्णव-लाऊछन-रहस्यम्‌ | 
| fao धऽ ब्रह्मणैव हरेः प्रोक्तं सर्वाभरणधारणम्‌ ॥ 


| विर्भात वक्षसा sm कौस्तुभं विमलं dei o 

| कृष्णा दीर्घा विचित्रा च वनमाला प्रकीतिता ॥ | 
। यथा aii बद्धं जगद्राजंश्‍चराचरम्‌ 

1 अविद्या qw तस्य संसार प रपा 
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न कृष्णा न तथा शुक्‍ला तेन विद्येयमुत्तमा । 
भन्तरालं विभर्त्येव सुवर्णकनकोपमम्‌ ॥ 
मनस्तु गरुडो ज्ञेयः सर्वभूतशरी रगम्‌ | 
तस्माच्छीघ्रतरं नास्ति तथैव बलवत्तरम्‌ ॥ 
दिशश्चतस्रो धर्मज्ञ तावत्यो विदिशस्तथा ॥ 
बाहवोऽऽटौ विनिदिष्टास्तस्य देवस्य ais: | 
बलं ज्ञानं तर्थेश्वर्यं शक्तिश्च यदुनन्दन | 
बिज्ञेयं देवदेवस्य तस्थ वकृत्रचतुष्टयम्‌ ॥ 
वासुदेवञ्च भगवांस्तथा सङ्कर्षणः प्रभुः | 
्रदयुञ्रशचानिरुद्धशच बलाद्या: परिकीतिताः ॥ 
हो द्वौ भुजौ च विज्ञेयौ प्रतिवकत्रं महात्मनः | 
वासुदेवस्य करयोर्ज्ञातव्यो _ सूर्य रात्रियो ॥ 
सङ्कर्षणस्य करयोस्तथा मुसललाङ्गले । 
प्रयुम्नस्य तथा ज्ञेयौ चापबाणौ महाभुज ॥ 
मनिरुद्धस्य विज्ञेयौ चर्मखड्गौ विचक्षणैः। 
पुरुषप्रकृती ज्ञेयौ सूर्याचन्द्रमसाव भौ ॥ 
एते च वासुदेवस्य करे FFAA I 
कालं च लाङ्गलं विद्वि मृत्युं च मुसलं तथा ॥ 
drei संकर्षणो रुद्रः sede चराचरम्‌ | 
प्रद्युम्नस्य करे ? शाङ्खं चापं च यत्स्मृतम्‌ ॥ 
ध्येयं तु परमं लक्ष्यं ताभ्यां छिन्दन्ति योगिनः | 
ब्रह्मणस्त्वनिरुद्धस्य करे चर्म महाभुज॥ 
अज्ञानावरणं ज्ञेयं जगत्मृष्टिप्रयोजनम्‌ | 
वैराग्यं नन्दकं खङ्गं छित्वा वे तेन बन्धनम्‌ ॥ 
नन्दन्ति योगिनो यस्मात्तन्तंदकं स्मृतम्‌? | 
एतद्धि तस्याप्रतिमस्य रूपं तवेरितं सर्वेजगन्मयस्य ॥ 
एवं शरीरेण जगत्समग्रं बिभति देवः स जगत्प्रधावः | 
विष्ण्वायतनम्‌ 

पूर्वे नारायणं देवं पुण्डरीकाक्षं च दक्षिणे | 
पश्चिमे चैव गोविन्दमुत्तरे मधुसूदनम्‌ ॥ 
बिष्णु कुर्यात्त थेशाने चाग्नेयां तु जनार्दनम्‌ | 
नैऋत्ये पद्मनाभं च वायव्ये माधवं तथा ॥ 
मध्ये तु केशवः स्थाप्यो वामुदेवस्तथोच्यते । 
संकर्षणश्च weed ह्य निरुद्धो यथाक्रमम्‌ |! 
जलशायी तथा प्रोक्तो दशावतारसंयुतः | 
शुकरस्त्वग्रतः स्थाप्यः सवंदेवमयः ga! 
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शेषकूमंसमायक्तों agi वामपाइवेतः । 
विष्ण्वायततमित्येवं कथितं त्वपराजित ॥ 
दक्षिणे पुण्डरीकाक्षं पूर्वे नारायणं न्यसेत्‌ । 
गोविन्द: पश्चिमे स्थाप्य उत्तरे मधुसूदनः ॥ 
ईशाते स्थापेद्विष्णृमान्नेय्यां तु. जनार्दनम्‌ । 
JRA पद्मनाभं च वायव्ये माधवं तथा ॥ 
केशवो मध्यतस्स्थाप्यो वामुदेवोथवा बुध: | 
संकर्षणो वा प्रद्युम्नो$निरुद्धो वा यथाविधि ॥ 


दशावतारसंयुक्तस्स्थाप्यो जलशयोऽथवा | 
अग्रतस्सूकरस्स्थाप्यस्सवंदेवमयइ्शुभ H 
विष्णोरष्टप्रती हा रा: 


प्रतीहारांस्ततो वक्ष्ये ह्यष्टौ चैव चतुदिशम्‌ । 
तदनुक्रमरूपं च लक्षयेवक्ष्येऽहं यस्य यादृशम्‌ ॥ 
वामनाकाररूपाइच कर्त्तव्याः सर्वथोत्तमाः d 


तर्जनी ga च दण्डश्च प्रथमो वर: ॥ 
चण्डामिधानङ्चाख्यातोऽसव्यासव्ये प्रचण्डकः | 


वामे चण्डः प्रकर्तव्यः प्रचण्डश्चेव दक्षिणे ॥ 
पद्मं खडग: खेटकाख्यो गदा चैव प्रदक्षिणम्‌ | 
जयोऽथ विजय: पद्मगदय्रोशच विलोमतः d 


तर्जनी वाणचापौ च गदा चैव प्रदक्षिणम्‌ | 
घाता गदा चापसव्ये विधाता च तथोत्तमः ॥ 
तर्जनी magi च गदा चैव प्रदक्षिणम्‌ d 
भद्रश्च शस्त्रापसव्ययोगे चेव सुभद्रकः ॥ 


प्रतीहारांस्ततो वक्ष्ये दिशां चतसृणां क्रमात्‌। 
वामनाकारखूपास्ते क्तंव्यास्सर्वेतर्शुभाः ॥ 
तर्जनी शङ्खचक्रे च चण्डो दण्डं दधत्क्रमात्‌ | 
वामे स्थाप्य : प्रचण्डोऽस्त्रासपव्ये दक्षिणे शुभः ॥ 
qd खङ्गं खेटकं च करेविश्नद्गर्दां जयः । 
विलोमे पद्मगदयोविजञयस्तो क्रमान्त्यसंत्‌ ॥ 
तर्जनीं वाणाचापं च गदां धाता तु सृष्टत: : । 
गदापसव्ये तेरस्वैविधाता  वामदक्षयो: ॥ | 
addi कमलं शङ्कं गदां भद्रः क्रमाद्धत्‌ 
जञस्त्रापसव्ययोगेत सुभदरस्तौ क्रमान्न्यसेत्‌ 


E 
3 


द्वितीयो पटलः समाप्तः 
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तृतीयो पटलः 
शेव-प्रतिमा-लक्षणम 


" 
(लिद्ध-प्रतिमा: रूपप्रतिमाइच ) 


लिङ्ग-प्रतिमाः--लिङ्गलक्ष णम्‌ 


लिज्ग्पुत्पत्ति: लयं गच्छन्ति भूतानि संहारे निखिलं यत: | 
(i) go ao सृष्टिकाले gaegfez तस्माल्लिङ्गमुदा हृतम्‌ ॥ 
(ग) sre प° सृष्ट्युरभव: सयोनिशच शिवशवत्या चराचरम्‌ । 
१९६.६१६५ शिवलिङ्गोद्भवा शक्तिः शक्तिमांदच रिवस्तथा।। 


उभयोरपि संयोगाच्छिवशकूत्योशचराचरम्‌ । 
l आकारं लिज्जमित्याहु: क्षितिःस्याज्जलहारिका । 
5 $ तन्मध्ये सर्वेभुतात्मलयताल्लिङ्गमुच्येत ॥ 
jJ उच्छयो लिङ्गमित्माहुः पृथिवी तस्य पीठिका । 
उमा तु पीठिका ज्ञेया शङ्करो लिङ्गमुच्यते ॥ 


लिङ्ग भेद-प्रभेदाशच लिङ्गं स्थावरजङ्गमास्यभिदया द्वेधा तु qd पुनः 
(i) go आ० षड्भेदं क्षणिकादिभेदवशतः तत्रापि चार्काश्विनौ | 


अष्टाष्टापि च सप्तधा च नवधा भेदाःक्रमात्स्युः पुनः 
Mat मानुषके पुनर्दशविधं धारामुखाय भवेत्‌ ॥ 
(ग) का० आ० अतः परं 


प्रवक्ष्यामि लिझ्भलक्षणमुत्तमम्‌ ॥ 
स्थावरं जङ्गमं चेव द्विविधं लिङ्गमुच्यते । 
शिलामयं ठु यद्रूपमजविष्णुहरेयु तम्‌ । 
निसुत्रं मुकुलैयुक्तं स्थावरं लिङ्गमुच्यते ॥ 
शेषाण्यस्यानि सर्वाणि जङ्गमं लिङ्गमुच्यते । 
निष्कलं सकलं fus लिङ्गं चेति त्रिधा मतम्‌ । 


(iii) Wo 


dT, SC 
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निष्कल॑ केवलं लिङ्गं सकलं प्रतिमा स्मृता । 
मिश्रास्यं gaf Ej स्यान्मिश्चलक्षणलक्षितम्‌ H 
शैलं Wet तथा लौहं दारवं मातिकं पुनः । 
क्षणिकं चेति citar स्थात्‌ क्रमाल्लिद्ध तु निष्कलम॥ 
| (v) मान० fagara ( 


घिः) सम्यग्लक्षणं वक्ष्यतेऽधुना । 
शेवं पाशुपतं चैव 


काला (ल) मुखं महावृ (व्र)तम्‌ ॥ 
वामं च भैरवं चेव लिङ्गस्य ताम पड्विधम्‌ | 
समकर्ण वर्धमानं farg स्वस्तिकं तथा ॥ 
एतच्चतुविधं लिङ्गं विघ्रादीनां च योग्यकम्‌ । 
समकर्ण भूमुराणां भूपानां वर्धमानकम्‌ ॥ 
वैश्यानां च शिवाधिक्यं परेषां स्वस्तिकं भवेत्‌ । 
विश्राणां सव॑लिज्ध च कुर्याहोषो न विद्यते ॥ 
fara far स्वस्तिकं प्रोक्त लिङ्गं भूपस्य योग्यकम्‌। 
स्वस्तिकं च सिवाधिक्यं वैद्यानामपि योग्यकम्‌। 


E | 
स्वयभ्भुलिङ्गं सर्वेषां लक्षणं वक्ष्यते$घुना | 
Ts घु 


उद्भूतं देवकं dq मानुषं गाणवं तथा ॥ 

एवं agri लिङ्गं स्वयम्भुरिति कोतितम्‌ । 
तत्स्थाप्य (प्यं) स्वयमुद्‌ भूतं स्वयम्भूरिति कीतितः ॥ 

देवैरच स्थापितं लिङ्गं दैविक लिङ्गमुच्यते । 
मानुषैः रचितं लिङ्गं मानुषं चेति कथ्यते ॥ 
अन्येषु (ur) रचितं लिङ्गं चार्षञ्चव कथ्यते । 
गणरच पूजितं लिङ्गं गणं चेति प्रकथ्यते Ir 
उद्‌भुतं २वेतवर्णं च (कुर्या) द्‌ दैविकं रक्तवर्णकम्‌ | E 
agi पीतवर्णाभं कृष्णगण॑ च गाणवम्‌ ॥ 
आपं gegi स्यात्स्वस्तिकाकृतिरेव वा | 
उद्भूतं शङ्कुराकारं र्दराक्षरं (च) दैविकम्‌ ॥ 
नगर्दभं {गोपमं) याणवं स्याल्लिङ्गाकारमिहोच्यते | 
| उद्‌ भूतस्ता (तं eu ) लमूलं स्यात्कृशाग्र वा समाधिकम्‌ ॥ 
| अन्यथा सवंलिङ्गातां egari कृशमूलकम्‌ | 
| दैविकं डिण्डिमाकारं मानुषं सुक्स्रुवाकृतिम्‌ ॥ 
| उदभूतं पर्वताकारं कृष्माण्डाकार (x) गाणवम | 
| पुण्यनद्रिदेशे ठु लिङ्गसंग्रह्णं भवेत्‌ "o 
| एवं qud लिङ्गं स्याच्छषामगमोक्तवत्‌ । 


लिङ्गनिवेशः-लिङ्गभागाः  शिरसो वतंनमघुना लिङ्गानां वक्ष्यते क्रमश: 
| (i) मय० ३३ SAN AGUA झुंबकुटकाण्डांचन्द्रसदृशाः 
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बुद्दृदसदृशा: पञ्चेवोददष्टि वर्वंना मुनिभिः | 


व्यासे षोडशभागे fogda द्विगणयगांशेष n 
सलम्व्याधोभागानुभयोरपि «TRAIT: क्रमशः | 


छुत्राभानि शिरांसि च चत्वारीह प्रवर्तन्ते विधिना 


समलिङ्गे प्रथमे द्वे शैवाधिकलिङ्गके तृतीयं स्यात्‌ | 
चतुरंशेष॒ !यदुकतं o qom वर्धमानस्य॥ 


सङ्करमन्योन्यं वाप्यशुभं स्याद्वतेनानां च। 

उच्चाध॑ gage त्र्यंशैकां शेन्दुख ण्डनिभम्‌ ॥ 

gaat सार्धे त्र्यंशं व्यासेऽष्टभागे og oa 

सर्वेषामपि चैतास्सामात्यावतेनास्तु लिङद्भानाम्‌ ॥ 

शिरसो वर्तनभागं त््यंशेकं चाधि रोप्य [निजतुडे । 

लिङ्गायामयुते तेषां भागयृते तेन सार्धमतः ॥ 

इन्द्वर्विनिगुणभागाः पघ्रोक्तास्सर्वेष्वपि क्रमशः । 

अवरे मध्यमलिङ्गे श्रेष्ठे लिङ्गे ततः शिरोमानम्‌ ॥ 

लिङ्गानां शिरसीप्तितांशमुभयोः संलम्व्य पाइ्वंद्योः 

कृत्वा मत्स्ययृतं तदास्यजघनान्निप्क्रान्तसुत्र द्योः 

तस्त्राद्यत्र च संयृतिर्मतिमता बिन्दुत्रयाढ्यं तथा 

कतँव्यं बहुवर्तनास्वभिमतं सोपायमीशोदितम्‌ ॥ 

(3) Ho Jo २०२ अर्चालिद्लोद्भवं _ मानं वेश्मांशे त्वपराजित | 
न्यूनाधिको न कर्तव्यः प्रासादः सूत्रतः क्रमात्‌ ॥ 

वेश्‍म न्यूनाधिकं शस्तं स्वभूबाणे च रंत्तजे । 

घटितेषु विधि: ख्यातो ह्यर्चालिद्धेषु तत्त्वत: ॥ 

धातुजे रत्नजे चेव स्वभुबाणे च RT) 

aq न्यूनाधिकं प्रोक्तं वकत्रलिद्ध तु पाथिवे ॥ 

शैलजे घाट्यलिङ्गे तु विधिरुक्तश्च शास्त्रतः | 

कतंव्यं सूत्रकारेण प्रमाणं चानुपूर्वशः N 

मृद्दार रॉळलोहानामायामो वेदयुम्मांशकः । 

रसैः सार्धसप्तभिश्च वसुभीरन्धरकस्तथा | 
चतुविधरच विष्कम्भः mig: शास्त्रपारगैः । 
सुरगणाचिता नाद्यं आद्यं सर्वसमादि सैसकम्‌ | 
विष्कभे रहितायामं कृत्वा दद्रांशमर्धतः | 
अष्टभि वैष्णवं ज्ञेय चतभिन्नह्मणस्तथा ॥ 
नाहपादेनं विष्कम्भं ऋषिभिन्र ह्मणः पदम्‌ | 
अप्टमिर्बैष्णवं सेयं रूद्रांशं ग्रहसङ ख्या ॥ 


इत्थमन्यच्च कर्तव्यं लिङ्गं सुरगणाचितम्‌ | 
तस्य तावत्पुनस्स्वेवं कर्तव्यं तत्त्वनाद्यकम्‌ U 


विष्कम्भं साधंसप्तांश पादोनाष्टांशमाब्जजम्‌ | 
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acfa हवं सपादाष्टमिरेव च॥ 
अनाद्यनामत: प्रोक्तमन्यद्‌ मानं च वक्ष्यते | 
विष्कस्भं नवभागं स्यात aizia “Parag.” n 


भष्टभिवेष्णवं ञेयं माहेशं सार्धसप्तकम | 


| इदमन्यच्च कतेव्यमनाद्यलिङ्गलक्षणम्‌ ॥ 
झूल मध्य तथाग्र च विस्तारायामतः समम्‌ | 
सवत: qupd लिङ्गं वै सर्वतः समम ॥ 
दिवर्ताक्षं agar श्रीपुञ्जं नन्दिवर्धनम्‌ | 
चत्वाय्यु त्तमलिज्भानि क्रमो गरुपदेशत: ॥ 
वासुदेवादिकं लिङ्गं सप्तेन्दुभ्यां षडिन्दुत: | 
Grea प्रथु युक्तं च लिङ्गकम्‌ ॥ 
wage विवर्तास्यं पट्चन्द्रौ वर्धमानकम। 
इषुशब्दौ च श्रीपुञ्जं quem नन्दिवर्धे तम्‌ ॥ 
विष्कम्यं रहितायामं शेषं ? (शिवं ) चद्धांशमर्थत: i 
| पट्चन्द्रायतो विष्णुः शेषं ब्रह्मण उच्यते ॥ 
| समस्तानां हि लिङ्गानां ब्रह्मादौ AJR: | 
कर्णसुत्रात्मुक्तकोणे विष्णुरष्टाश्रको भवेत्‌ ॥ 
्रह्मादिस्थानतो लुप्तो वृत्ताकारसमुद्भवः। 


पूजाभाग ऊर्ध्वतः स्यादरद्रांशो वृत्तसंज्ञकः ॥ 
बिस्तारं चास्य लि तदन्तमुपलक्षयेतू । 


विभक्तिमंस्तके तेषां लिङ्गानां पञ्चधा भवेत्‌ ॥ 
. छत्राकारमष्टमांशे aiaia षडंशके । 
त्रपुषाभं वेदभक्ते द्विभागं कुक्कुटाण्डभम्‌ ॥ 
त्रिभक्ते लिद्गविस्तारे चैकांशमधंचन्द्र कम्‌ । 
साधंत्र्यंशेन तुल्यं स्यादष्टांशे बुद्बुदाकुति ॥ 
तस्याधो भवति व्याधी राष्टभङ्गं च वक्रके । 
| मध्यहीने च दृभिक्षमधोहीने प्रजाक्षोभः ॥ 
f ऊध्वेहीने सवंनाशों (ह्यङ्ग) हीने प्रजाक्षयः । 
| पूजाहानिर्भागदी्े मध्यदीषें प्रजाक्षयः ॥ | 
अवावृष्टिरधो दीर्षे राष्ट्भङ्गोऽङ्गदीर्घतः । | 
सन्धि रेखा बिन्दुजालकी लकादिकलङ्‌ कके ue 


गोर! faaata? (ब?) धूलिकाकमार्जारपादत 
3 विनिमु क्तं चाऽथलिङ्गं भुक्तिमुक्तिप्रदं 
| 
| 


(४1) दिल्प० कुर्वीत त्रपुषीफलाग्र सदृश 
बललेन्द्राकृति कुक्क्ुटाण्डसद्‌ ब ग 
भेदाः सर्वेसमांशकप्र pos [न्वताः । 

स्युरेत : 'कृतिरचेष्यते ॥ 
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विस्तारं शिबलिङ्गमूष्ति वसुनन्दा दित्यरुद्रांशक | 
कृत्वा तत्‌ क्रमतो विशोध्य परितो ड चेकद्विलो कांशकान्‌ | 
कृत्वात्यष्टितिथिप्रकृत्यतिधृतिख्यातांशंयुक्‍तं क्रमात्‌ | 
पूजाभागमिहदोक्तभागमुपरिष्टाच्छोधयेद्‌ afg ॥ | 
| | 

1 

| 


तन्मस्तके नवविभागतया विभक्ते 
भागं विशोध्य परितः शिवभागदैध्यम्‌ । 
द्वात्रिशदंशकतया परिकल्प्य भागा- 


नेकेकशो द्विजमुखेषु विशोधयेद्‌ वा ॥ 
छत्राभं त्रपुषाकारं कुक्कुटाण्डनिभं तथा । 
अर्थेन्दुसदृशं चाथ I तु पञ्चमम्‌ ॥ 
सर्वेषामपि लिङ्गानां शिरसो व्तेनक्रममू | 
लिङ्गव्यासात्‌ षोडशांशमेकद्वि त्रियवाधिकम्‌ ॥ 
आरोप्य चाधः संलम्ब्य लि द्भस्योभयपाइवंयोः | 
वर्तयेत तत्र चत्वारि छत्राभानि भवन्ति fg uu 
प्रथमं च द्वितीयं च समलिङ्ग नियोजयेत्‌ । 
शिवाधिके तृतीयं तु चतुर्थ वर्धमानके ॥ 
। बतंनं सङ्कुरं नेव कुर्यात्‌ तदशुभं यतः। 
षडंशो लिङ्गविस्तारे सार्थद्रय्ंशेन वतयेत्‌ ॥ 
त्रपुषाभशिरः सिद्धयै wate: कुक्कुटाण्डकम्‌ | 
लिङ्गव्यासतृतीयांशवर्धनादर्ध चन्द्रकम्‌ n 
Rigens भक्ते सार्धाशत्रयवर्धनात्‌ | 
बुद्बुद।भस्य लिङ्गस्य शिरः सिध्यति शोभनम्‌ ॥ 
अथ लिङ्गं स्थूलमूलं स्थूलं मध्ये कृशं तथा | 
शेषं स्थूलशिरस्कं च चतुर्धेति मयोदितम्‌ ॥ 


[म निष्कलानां तु लिङ्गानां सकलानामथाधुता | 

(1) मय० ३४ सामान्येन विधानेन वक्ष्येऽहं पीठलक्षणम्‌ |i 

जात्यैकया विधाउव्यं नेष्टमन्योत्यसङकरम्‌ | 

आहुः शेले दुमे केचित्‌ पीठं पक्वेष्टकामयम्‌ ॥ 

tet मणिलिङ्गानां लोहजातां तु पैण्डिकम्‌ | 

आदाय स्तीशिलां सम्यक्‌ पीठं लि ङ्गस्य निमितम्‌॥ 

पुजांशं द्विगुणं हीनं श्रेष्ठं लिङ्गोन्नते समम्‌ | 

नवेते पीठविस्तारास्तयोमध्येऽष्टभाजिते ॥ 

उत्तमा मध्यमा हीनास्त्रिभेदा प्रक्रीतिताः | 

| अथवा fagagr Ad पादोनकं वरम्‌ ॥ 
“च E तयोमंध्येःष्टभागे लु पीठव्यासदि पूर्ववत्‌ । 
विष्कम्भं त्रिगुणं वाथ नाहतुल्यविशालकम्‌ | 
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गर्भागार॑ त्रिभागैक चतुर्भागकमेव वा । 
विष्कम्भकणंद्विगुणं सार्धं च त्रिगुणं तु वा ॥ 
पोठविस्तारमुदिष्टं स्वाष्टांशोनमथोपरि । 
णडनाय॒स्वविस्ताराष्टांशेनैवाधिकं ततः ॥ 

सर्वंषामपि पीठानां जन्मान्तं मूलविस्तृतम्‌ | 

AIA महापदिकान्तं सम्यक प्रकीतितम्‌ ॥ 
विष्णुभागसमोत्सेथं सपादं सार्धमेव वा | 

चतुरश्च च वस्वश्रं षडश्रं द्वादशाश्रकम ॥ 

दविरण्टाश्रं सुवृत्तं च तेषामेवायतान्यपि l 
त्रिकोणमधंचन्द्र च agia निभानि वे ॥ 

समानि यानि लिङ्गस्य चाहुः पीठं च संज्ञकम ? l 
सायतान्यासनानीति निष्कलानां वदन्ति वे ॥ 
त्रिकोणमर्धेचन्दं च निष्कले सकले क्रमात l 

भद्रपीठ च ae च aus महाम्बुजम्‌ ॥ 

श्रीकरं; पद्मपीठं च महावज्त्रं च सोम्यकम्‌ | 
श्रीकामाख्यमिति प्रोक्ता नाम्तैता नव पीठिका: ॥ 
स्वानाम्ताकृतियुक्त्या तु त्रिकोणावेन्दुसंयुते । 
पीठिकानामलङ्कारं क्रमशो वक्ष्यतेऽधुना ॥ 
गृहीतोत्सेधमानांशवशेन विविधेन च । 
fa: पञ्चांशे द्दयंशि जम्मं युगांशं वप्रस्योध्वे पद्मकचांशमधंम्‌ । 
कम्प FAT AIT चावंमूरध्वं सार्धं ग्रीवं पूववत्‌ क्षेपणोच्चम ।। 
यश पट्ट sagaida तत्‌ सामान्यं भद्रपीठं सुहृष्टम | 
विश्रोर्वी भृद्वेश्यक।नां परेषां श्री सौभाग्या रोग्यभोग्यप्रदायि ॥ 
द्रष्ट भागेऽर्वि निबाणने PE शनत्रेनडुभिरत्र पट्टम्‌ l 
पक्ष च वृत्त च दल च पट्ट स्याद्‌ पद्मपीठं घृतवारियुक्तम्‌ ॥ 
द्विस्सप्तांशे aiai गुणार्धं जन्मं निम्मं ques तत्क्रमेण | 
पट्टं निम्नं साधंमर्ध तु भागं वज्रं निम्नं कम्पकं पुववत्स्यात्‌ ॥ 
saat पद्मं निम्तमर्थ aged दव्ार्धार्धांशा पद्टिकाज्याधभागा ॥ 
एतत्‌ पीठं TATA हि नाम्ना सामान्यं तत्‌ सवेलिङ्गेषु शस्तम्‌ | 
त्रिषड़भागेद्वंवे वेदांशका धे स:वेद्वचर्वार्धाधे कार्धानलांशँः ।। 
अर्घाध्यर्थाधांशरकेजन्ममव्जं निम्नं पट्टं que वृत्तमब्जम्‌ । 
} निम्ने पट्टं qp (त्र्य) श्रपट्टं तत्‌ +++ स्नेहवा रिक्रमेण । 
| एवं नीत्या सम्यगुक्तं महाब्जं चित्रं सद्धि:पौरूष चार्षकेडपि di 
“| लब्धोत्सेथे षोडशांशेऽशिजन्म त्र्यंशं पद्मं पञ्मतुङ्गं युगांदाम्‌ । 
| gami aikaa धृगर्धे प्यं aaa पट्टिका साधंभ,गा ॥ 
TIT तत्स्नेहवायंं घातं तावद्वघासं ATH वा युगांशम । 
नालब्यासं निर्गमं तत्‌ त्रियंशं quier श्रीकरं श्रीकरं तत्‌ ॥ 
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भध्य्धाधिद्रयधकार्धाथंकार्धे: पक्षाधेंद्रथर्थे: at निम्नमव्जम i 
पट्ट निम्नं पट्टमब्जं तु fart पट्ट निम्नं dte e दशांश ॥ 
aqai लब्धतुङ्गे च सार्धे चार्धं वेदद्ृयधंसार्धेन्दुभागे: | 
aiaga ma: क्रमेण जन्मं निम्नं पट्टकं तत्क्रमेण ॥ 
जन्मं निम्नं पङ्कजं पट्टकं तद्वज्रं वृत्तं क्षेपणं कज्जमूर्ध्वे | | 
पट्ट निम्नं तन्महावज्रमुक्‍्तं नाम्ना सौम्यं सर्वसंपत्करं स्यात ॥ | 
WWE वृत्तं तुङ्गनाम्ना तदेव सौम्यं पीठं सम्पदायुष्करं स्यात | 
द्विःषड्भागे चन््रनेत्रार्धे भागैः सार्वार्धार्धेः साधेसार्धाधेकार्धे: ॥ 
अध्यधनाधन निम्ने लु वप्रं निम्नं पद्मं धृग्दलं वृत्तमब्जम्‌ | 
धृक्‌ पद्मं तत्पद्विकानिम्नपट्टं श्रीकाम्यं तल्लब्धतुङगे मयोक्तम्‌ ॥ 
धाम्नि प्रोक्तान्यप्यधिष्ठानकानि | 
तान्यप्यस्मिन्मण्डनीयानि युक्त्या ॥ 
यथावलं यथाशोभं यथायुक्ति प्रवेशनम्‌ । 
निगमं सर्वपीठानाम ङ्गानां परिकल्पयेत्‌ ॥ 
पीठव्यासनत्रिभागैकं चतुर्भागैकमेव -वा। 
निर्गमं सूलविस्तारं प्रणालस्य , प्रकल्पयेत्‌ ॥ 
qaaa त्रिपादं वा त्रिभागैकांशमेव वा। 
प्रणालस्याग्रविस्तारं त्रिपादं व घनं समम्‌ ॥ 
गजोष्ठसदृशाकारं गोमुखाकारमेव वा । 
मुखाग्रविपुलत््यंशाव्यासं स्यात्‌ खातनिम्नकम्‌ ॥ 
इष्टदिङमुखरिङ्गस्य पीठमध्यं तदेव हि od 
नालं वामे sated सधारं वा यथारुत्रि॥ 
wea विस्तारं स्वोच्छयेण समन्वितम्‌ | 
सपाद वाथ साध वा त्रिपादं वा यथाबलम्‌ ॥ 
तत्पदस्य घनं ख्यातं तन्मूले कारयेद्‌ WW: 
कमेणोन्षतिमल्लिङ्गं सङ्गमात्‌ परिकल्पयेत्‌ ॥ 
शिवभागमधः पीठात्‌ किश्चिदप्यवलम्बनम्‌ । 
उन्नतं यदि चेन्नित्यं सर्वेषामशुभं भवेत्‌ | 
ज्याकारमर्धचन्द्रस्य प्रकुर्याद्‌ द्वारसम्मुखम्‌ | 
पीठस्यास्य त्रिको णस्य ("Essi द्वारसम्मुखम्‌ ॥ 
पीठाश्रं द्वारसूत्रस्य वेधकं नेष्यते बुधः | 
दृषदेकेन कत्तेव्यं पीठं निःसन्धिकं शुभम्‌ ॥ 
एकलाभेऽपि कतव्यमेकयेवोधं मण्डनम्‌ | 
क्षुद्र महति मध्येषु चागतं सन्धिमण्डितम्‌ ॥ 
K उपयुपरि पीठानां सन्धिरज्भावसानके । 
| नालमध्येऽधंमघ्ये च कणे सन्धिं न सन्धयेत्‌ 
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युञ्जीयाद्‌ दक्षिणे वामे दीर्घे दीघं यथाक्रमम । 
निखण्डं वाप्यनेकं वाथोगतं मुक्तितो न्यसेत्‌ ॥ 
लिद्गायामसमव्यासा श्रेष्ठा ब्रह्मशिला परा | 
पूजांशद्विगुणाष्टांशे तयोर्मध्ये तु भाजिते ॥ 
पर्ववन्नवधाव्यासा सव्यासार्धोत्रता वरा। 
व्यासार्धार्धार्थेका हीना तयोमं ध्ये तु पूर्ववत्‌ ॥ 
अथवा लिङ्गविषकम्भद्विगणा श्रेष्ठविस्तरा d 
अध्यर्धं कन्यसी प्रोक्ता स्वव्यासार्वंत्रियाद्धना ॥ 
व्यासोत्सेवेषु तेष्वेवं पूर्ववन्नवधा भवेत्‌ । 
आकृतिब्र ह्मभागस्य संस्थानं तु यथा तथा । 
लिङ्गव्याससमं व्यासं मध्ये खातं प्रकल्पयेत । 
स्वव्यासार्धं तु वाण्टांशं गम्भीरं लिङ्गमूलवत्‌ di 
न्यस्तरत्नयुतं सम्यक्‌ शिष्टं तल्लिद्गमूलतः | 
नपुंसकारमना तत्र कत्तंव्या ब्रह्मणः शिला ॥ 
पीठब्रह्माइमनोनेन्द्यावर्ताभा मध्यमे शिलाः । 
चसस्रस्ताः प्रयोक्तव्याः प्रादक्षिण्यक्रमेण तु ॥ 


o LL 


| (ii) Moyo Ros लिङ्गायामसमं पीठे पृथुत्वं तु प्रमाणत: | 
ब्रह्माद्यं चैव fasa fag: पीठसमुच्छ्यम्‌ ॥ 
प्रणालं तु विभागेन स्कन्धतृल्यार्धकं तथा । 
त्रिथा विभक्तमग्रं वै मध्यांशे जलमागंतः d 
स्कन्धे तु पादमेकँकं मध्यवंशोद्भवाकृतिः | 
पृथुत्वे पीठसूर्याशा मेखला ATEA: 
मेखलायास्त्रिभागेन पात्रं! (खातं) कुर्यात्तथा TA | 
याम्योत्तरं तत्सपादमग्रे वँ सार्घभागिकम्‌ di 
कू्मपृष्टोङ्भवाकारं मस्तकं दर्पणोपमम्‌ । 
मेखलामध्यतः कार्य तावत्‌ पीठं तु कामदम्‌ ॥ 
उच्छ ये चैव पीठस्य faa ग्रविभाजिते । 
| एकांशा भूगतिः कार्या त्रिभागा कर्णपट्टिका ॥ 
भागार्धं मुखपट्टी च त्रिभागा स्कन्धकोन्नतिः । 
स्कन्धस्य पट्टिका सार्धा भागार्घेऽन्तरपट्टिका ॥ 
agaa कर्णकं स्यादेकभांगा तु चिप्पिका। | 
| argia कपोताली चान्तः पट्टं द्विभागकम्‌ iy 
| सार्धाःपञ्च ग्रासपट्टिः कतंव्यं विधिपूर्वकम्‌ । 
| अर्धे तु स्कन्धपट्चाइच त्रिभागं स्कन्धक्षोभ Tg 

E E अर्धे तु मुखपट्याइच चतुर्भागं च कर्णकम्‌ 
2 ; क्षोभणस्याष्टभिर्भागेः wei TARTS 


ह E ERE CER 
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aadi wafers तावान्‌ पीठस्य विस्त रः 
उमा तु पीठिका ज्ञेया लिङ्गं शङ्कर उच्यते ॥ 
न्यूनाविकं न क्तंव्यमुमायाः शङ्करस्य q | 
न्यूनाविके कृते दोषः कुरूते राष्ट्रवि श्रमम्‌ ॥ 


शुण्डिला ( safsar) च तथा वापी पक्षी वेदी तथैव च । 


IST 


पूणेचन्दा च ast  पद्माकृतिस्तथा ॥ 
अधंचन्द्रा त्रिकोणा च विज्ञेया दशपीठिका:। 
आसां तु रूपसंस्थानं कथयामि निबोध ते ॥ 
स्थण्डिला चतुरश्रा च एकमेखल्यां युता । 
द्विमेखळा भवेद्वापी यक्षी चैव त्रिमेखला॥ 
चतुरश्रायता चैव वेदी सर्वार्थशोभना । 
लिङ्गष्वेताः प्रयत्नेन वर्जनीया सदा qd: ॥ 
कार्या च मण्डलाकारा मेखलाभिरलङः कृता | 
मण्डला सा तु विज्ञेया गणानां वृद्धिहेतवे ॥ 
पूण चन्द्रसमाकारा मध्येन्यस्तद्विमेखला । 
सा विज्ञेया पूर्णचन्द्रा रुद्राणां सततं प्रिया ॥ 
NSHT च भवेद्‌ asl मेखलात्रयभूषिता। 
घोडशाश्रा भवेत्‌ पद्मा किञ्न्िद्ध्रस्वा तु मूलतः॥ 


लग्नज्यधनुषाकारा अर्घचन्द्रा तु सा भवेत्‌। 
त्रिकोणा चोध्वेतो, wear शक्त्या च सदृशी भवेत्‌॥ 


न्यस्ता चोत्तरपूर्वेण प्रशस्ता लक्षणान्विता । 
लिङ्गस्यार्घत्रिभागेन बाहुल्यार्धसमन्विता ॥ 
मखलायास्त्रिभागेन खातं चैव प्रणालतः | 
अस्तात्‌ पादहीनं तु कारयेच्चेव क्षोभणम्‌ ॥ 
प्रमाणादघिक कार्य प्रणालं चोत्तरे तथा। 
पृथुपीठत्रिभागेन निष्काशं तस्य कारयेत्‌ ॥ 
विस्तारस्तप्रम।णेन qai च तदग्रतः | 
जळमागविधानं तदग्रतञ्च सुशोभनम्‌ ॥ 
ददाति स्थण्डिला चेव धनं धान्यं च पुष्कलम्‌ । 
गोमहिषीप्रदा वापी यक्षी सर्वार्थंसंपदम्‌ ॥ 
el À 
मण्डला कौतिबहुला पूर्णचन्द्रा तु झान्तिदा | 
बस्ती शभुविनाशाय पद्मा सौभाग्यदायिनी ॥ 
zd दद्यादधचन्द्रा त्रिकोणा TTT d 
न a तु पीठिकास्तत्र कोतिता: ॥ 
d नयोजयेच्छेलीं' दारुजे दारुजां तथा | 
र्पाथि > 

पार्थिवा कार्या लोहज लोहजोत्तमा ॥ 
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रत्नजे धातुजा शस्ता रत्नजा तु विशेषत: । 
| तान्ययोनि प्रकुर्वीत कृतायां adang ॥ 
waged भवेल्लिङ्गं तावान्‌ पीठस्य विस्तरः | 
मानाधिकं न कुर्वीत उमायाः TET च ॥ 
उमा तु पीठिका ज्ञेया लिङ्गं शङ्कर उच्यते | 
एवमेव समाझ्यातं पीठिकाना तु लक्षणम्‌ ॥ 


चलाचलळप्र भेदेन द्रव्यभेदेन फल भेदप्रदशंनपुरस्सरं क्षणिकलिङ्गलक्षणम्‌ 


(i) geste क्षणिकं चैव मृल्लोहरत्तजं दारुजं तथा । 
was (चैव विध्नेश ! षड्भेदं लिङ्ग मुच्यते ॥ 
शिलामयं तु यद्रूपमजविष्णुह्रंयु तम्‌ i 
त्रिसूत्रं पुष्करेयुक्तम स्थावरं लिङ्गमुच्यते ॥ 
श्ेषाण्यान्यानि सर्वाणि जङ्गमं {लिङ्गमुच्यते d 
क्षणिकं द्वादशं प्रोक्तं मृन्मयं द्विविधं पुनः । 
दारुजं चाष्टधा प्रोक्तमष्टधा atest स्मृतम्‌ ॥ 
सप्तधा रत्नजं चैव झैलजं तु चतुविधम्‌ । 
रत्नजं लोहजं चैव वाणलिङगं चलं स्मृतम्‌ ॥ 
शैलजं चाचलं प्रोक्तं मृन्मयं दारुजं तथा | 
क्षणिकानां फलं वक्ष्ये सैकतं मोक्षकांक्षिणाम्‌ । 
तण्डुलं विभवार्थीनामन्तमन्नप्रं स्मृतम्‌ ॥ 
नदीमृद्भमिलाभं स्याद्गोमयं रोगनाशनम्‌ । 
नवनीतं मनोह्लादं रुद्राक्ष ज्ञानवर्धनम्‌ ॥ 
गन्धं सौभाग्यकांक्षीणां कूच मुक्त्यथिनां स्मृतम्‌ । 
agadi पुष्पं गुलमिण्टार्थसिद्धिदम्‌ ॥ 
पृष्टं पुष्टिप्रवं प्रोक्तं क्षणिकानां फलं भवेत्‌ । 
एतेषा चैव लिङ्गानां न प्रमाणं च स्थितिः it 
यद्‌ qz द्रव्येण लिङ्गं तत्तद्द्रव्येण पीठकम्‌ ॥ 
— संयुक्तं स्वर्णपीठं प्रकल्पयेत्‌ । 
aam skog तत्तन्नाम्वैव नामकम्‌ ॥ 
` पीठं (ठे) तु लिङ्गके वापि नवरत्नैविशेषतः | 
एककर्णं Ug बहुभिश्चँकलिङ्ग कम्‌ ॥ 
वज््रलिङ्गमिति stad रत्नानि-इति कथ्यते । 
एक वा बहुरत्तं वा date संयुतम्‌ ॥ 
fag यदुवतं cada पीठे रत्तानि योजयेत्‌ । 
अथवा केवलं स्वर्णं पीठं वा कारयेद्‌ बुधः 1 
सवर्णलिङ्भमिति प्रोक्तं लक्षणं TR । 


(u) साव० ५२ 


f 
| 
| 
। 
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आचायंहस्तेन वा लिङ्गं शिष्यस्य नाहाड गुलवत्‌ 


पञ्चात्पुजां तथा कुर्यादाचार्योक्तो पदेशवत्‌ । 
Ai अथोवतलिङ्गपूजाया फलं वक्ष्ये यथाविधि ॥ 
Ni नदीपरवंतलिङ्गानां कैलासारोहणं भवेत । 
इह्‌ लोकस्प para भुक्तिमुक्तिफलभ्रदम |) 
रत्नलिङ्गस्य पूजायां फलं मुकितिप्रदायकम | 
स्वर्णलिङ्गाचेतस्येवं फलं स्वर्गापवर्गकम | 
| स्वर्णपीठं तु तल्लिङ्गं मुक्तावलिधनमथापि वा fag: | 
í कतृ सानसवशात्कल्पयेत्प्रशस्तमिह दोषवजितम्‌ ॥ 
d तोये वा मण्डले (ण्ड्रे)वापि पुष्पे वा उ (चो )त्पलेऽपि वा | 
f सिकते बाथ हस्ते वा चाक्षतेर्वा गुलैस्तथा ॥ 
f मोदके वाथ पिण्ठे वा गोमये वा यथेष्टकम | 


oe सदयः पुञ्यं रचेल्लिज्ञं प्रोक्तं तत्क्षणिक भवेत्‌ ॥ 
4 तानि लिङ्गानि सर्वेषां ययालिद्धाकृतिरभवेत्‌ । 
(iii) Toyo इदं पक्वमपक्वं वा लोहत? भयगभितम | 
अपक्वे awe कतंव्यं सिद्धिसास्नुभिः ॥ 

भूतये लोहं fay सीसकत्रपुवजितम्‌ । 

काञ्चनप्रभवं pense संचितम्‌ ॥ 
यास्य लिङ्गोक्तलक्ष्मैतत्‌ त्रापुसांनागाकुन्मचात्र्यादि? । 
weet वा यन्मान्तु + „+ गुह्यकसिद्धिक्ृत्‌ ॥ 

मिक्षुणां चलमेतत्‌ स्यान्मुमुक्षूणां च वेब्मशु । 

श्रेष्ठ समस्तरान्ताछं, aasi तदरिच्छिदे ॥ 

पद्यराग सहाभूत्ये सौभाग्याय तु मौक्तिम्‌ | 


pt पुष्परागमहानीलो याती रसमुख्भवम्‌ ॥ 
EC यशसे कुलसन्तत्ये तेजसे ूर्यकान्तकम्‌ । 


E. p? * THS स्फाटिकं aiai शूलारस्रो? ॥ 

E. मणिजं + + + शत्रक्षयाय? पुलका तथा | 
सस्यक सस्यनिष्पत्य भोजगं दिव्यसिद्विदम N 
5$ सारक्त ? लिङ्गमारोग्याहितचेतसाम्‌ | 
वक्ृन्तकसहावतं राकायस्कान्तजं हितम्‌ ॥ 
क्षुद्रसिस्त्रिषु? तन्मन्त्र + + ~ जातिसंस्कृतम्‌ । 
केल सम्यग्‌ गुणादृह्ममत्यासु मणिजातिषु ॥ 

म -्मयादिलिङ्गलक्षणम्‌ 

WU मृन्मयं राज्यफलदं पक्वापक्वप्रभेदकम्‌ । 

CR शुद्धदेशे मृदं ग्राह्य पुजाभागं सयोनिकम्‌ ॥ 


(11) का०आ० 


(iii) FoTo २०४ 
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रत्नवीजसमायुक्‍त॑ पक्वं लिङ्गं समाचरेत | 
saat च मृदमादाय पयस्तलदधिघृतम्‌ । 
यवगोधूमचूणे च पयोवृक्षत्वचान्वितम्‌ ॥ 
विमलेन सुगन्धेन चूर्णान्यालोड्य समुदा | 
ग्रीवेष्टकं सर्जरसं तथा गुग्गुलृशकंराः ॥ 
पञ्चनिर्याससंयुकतमथ लोकप्रसिद्धिदम्‌ | 
एतेषां संख्यया तुल्यं मृदं गृह्णीत देशिकः ॥ 
पार्थिवस्य प्रवक्ष्पामि विधानं परमं शुभम्‌ | 
पक्वं चैवमपकव वा पाथिवं द्विविधं स्मृतम्‌ ॥ 
तत्राऽपक्वं प्रशंसन्ति आयुष्यं श्रीबलप्रदम्‌ । 
तदनुक्रमयोगं च कथयामस्तवान्तिके ॥ 
«xat पीतां तथा रक्तां मृत्तिकां च समाहरेत्‌ । 
तथा गोधूमचूर्णं तु माक्षिकं चर्णमेव तु॥ 
कपिलाया घृतं क्षीरं पञ्चक्षीरं च वृक्षजम्‌ । 
गुडं च गुग्गुलं चेव चूर्णयित्वा च प्रक्षिपेत्‌ ॥ 
वर्जेयित्वान्यद्रव्याणि लाक्षावुद्दालकाम्बिकम्‌ | 
प्रतिक्षेपो वरण्डेषु मासं पक्षाधिकं तथा ॥ 
ततस्तु कारयेल्लिङ्गं विवियृक्तक्रमैस्तथा | 
व्यक्ताव्यक्तमिदं कुर्याच्छाश्वतं सर्वकामदम्‌ ॥ 
अव्यक्तमिदमुक्तं तु व्यक्तमानं प्रवक्ष्यते । 
पूजाभागस्त्रिभागे तु वक्त्रस्य निर्गमं विदुः ॥ 
मृद्दार्लोहशलेरच add लिङ्गं तु कामदम्‌ । 
Teagan तत्तन्मानेन तत्कुरू di 
लिङ्गार्चा पृथुमानं तद्विभकतं द्वादशाङ्ग,लम्‌ । 
चतुविशतिकोच्छाये qu वे द्वादशाङगुलम्‌ ॥ 
ललाटं saga प्रोक्तं भ्रूनेत्रं grape तथा । 
नासिका gas प्रोक्ताऽघरौ चैककादू लो ॥ 
शळकखाकृतिः कण्ठरेखा हनुका द्रथङ्ग,लायता | 
वेदाङ्ग, लं पृथूवक्‌त्रं द्रधङ्ग.ला नासिकापुटिः ॥ 
zag लायतक॑ नेत्रं तन्मतं नेत्रकान्तरमू | 
चापाकारा च दृष्टि: स्याद भ्रूलता चाङ्गः यता 
द्रादशाङगूलविस्तारे 


जटामुकुटसंयुकतं 
faai कुण्डलादि 


n 
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शिवपञ्चवक्रत्रऽ्प्रानम्‌ प्रालेयामलविन्दुकुन्दधषवलं गोक्षी रफेनप्रभम T1 
१. सद्योजातः भस्माभ्यङ्भमत ङ्गदेहदमनं ज्वालावावली लोचनम्‌ | 


ब्रह्मेन्ह्रादिमरुदृगण: स्तुतिपरैरभ्ययचितं योगिभ: | 
वन्देऽहं सकलं कलङकरहितं स्थाणोम खं ISFAR I| 


२. वामदेव: गोरं कुदू मपिञ्जरं सुतिलकं व्यालोलगण्डस्थलम | 
अविक्षेपकटाक्षवीक्षणलसत्संसिक्तबिम्बं सकर्णोत्पलम | | 
स्निग्धं बिम्बफलाधरं प्रहसितं नीलालक्रालायितम । 
बन्दे पूणशशाङ्कसण्डलनिभं वकृत्रं हरस्स्योत्तरम ॥ | 


३. अघोरः कालाभ्र अ्रमराञ्जनयुतिनिभं व्यावृत्तपिङ्गेक्षणम्‌ 
भालेन्दुद्युतिभासितं सुदशनं प्रोल्हिनदंष्ट्रा डू रम्‌ | 
स्ंप्रोतकपालशुक्तिशकलं व्याकीर्णमाशेखरम्‌ 
वन्दे दक्षिणमीशवरस्य कुटिलं भ्रूभङ्ग रौद्रं मुखम्‌ ॥ 

४. तत्पुरुषः संवर्तार्नितडित्प्रतप्तकनकप्रस्पाद्धतिजोऽरूणम्‌ 
गम्भीरध्वनिनिःसृतं सुदशानं प्रोङद्भासिताञ्राधरम्‌ । 
बालेन्दुद्युतिलो लपिङ्गलजटाभारप्रबद्धोरगम्‌ 

वन्दे सिद्ुरासुरेन्द्रसुनुतं तत्पूरषस्याऽऽननम्‌ ॥ 

५. ईशानः व्यक्ताव्यक्तगुणेतरं च वरदं षट्त्रिशतत्वाधिकम्‌ 
तस्मादुत्त रतत्वमक्ष रमिति ध्येयं सदा योगिभिः । 
वन्दे तामसवजितेन मनसा सूक्ष्मातिसूक्ष्मं परम्‌ 
शान्तं पञ्चममीइ्वरस्य वदनं खब्यापि तेजोमयम्‌ ॥ 


दाइजलिङ्गम्‌ शमीमधूकभण्ड्ककणिकारं तथैव च। 
(i) Yo आ० तिन्दुकार्जुनकौ चैव पिप्पलोदुम्बरं तथा ॥ 
(ii) का० आ० खदिरश्चन्दनस्सालो मधूकस्सरलो मतः। 


विल्वः कदम्वबदरौ देवदारुइच शिशुपा ॥ 
पनसाजुतावशोकश्च क्षीरिणो रव्तचन्दनः। 
स्निग्धसाराइच ये वृक्षा: पयसान्ये लु मध्यमाः ॥ 
(ili) stego Roo वक्ष्यामि दारुजं लिद्धाधर्मकामार्थमोक्षदम्‌ । 
तदनुक्रमयुक्‍त र कथयाम्यपराजित ॥ 
६्यष्टकर्गुलमाद्यं स्यात्‌ पड्ढस्तान्तं समुच्छितम्‌ ॥ 
Segal वच्मि मुत्तिकामार्थहेतवे। 

` पोडशाङ गुलमाद्य स्मात क्रमात षोडशवृद्धितः ॥ 
विषेयं लिङ्भनवकं षट्करान्तं प्रकीतितम्‌ ॥ 
मकरेन्दु त्यवतमाल? ८प्पाक्षं तु सिद्धार्थकम्‌ | 
दण्डाख्यं पौरुषं काम्यं पुप्पकं च फलोद्‌भवम्‌ ॥ 
उवे च नवलिङ्गानि सर्वकामार्थदाति च! 
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उक्तानि यानि वे दारु-मयानि शिवशासने " 
wet देवदारुरच रक्तचन्दन एव च] 
| aka शिशपाइ्चेव शिरीपाशोककौ तथा ॥ 
| ; कर्पूरागरकौ चेव हिन्तालमघुपादपा: । 
तथा खदरिकश्चेव पारिजातकपङ्कूजाः ॥ 
श्रीफललवड गाक्षोराञ्जनकाश्च तथैव च। 
वीजकार्जुनकौ वृक्षा अन्ये येच दुढात्मकाः ॥ 
निब्रंणाः सुदृढाः कार्याः प्राञ्जला दोषवजिता: | 
राखोद्‌भवादिकभेदग्रन्थिकोटरवजिताः m 
पोडशाङगुलतो हीनं fag कुर्यान्न दारुजम्‌ । 
षोडशाज्ञ लतो वृद्विर्नवलिङ्गेष कीतिता॥ 
तथाष्टकनिबन्धे च षोडशाङ्गलवृद्धितः | 
अष्टाविशत्युत्तरञ्च शतं लिङ्गानि संख्यया ॥ 
gere गुलमध्येऽष्टो लिङ्गानि मुद्गमानतः | 
पञ््चाविशत््युत्तरकसहस्रं संख्यया भवेत्‌ ॥ 
freu दारुजं कुर्यादिष्टिकाभिस्तथोच्यते | 
निलयद्र व्यादिन्यूनं दारुजं न ध्रकाश्यते ॥ 
शैलजे चाऽथ प्रासादे कुर्याल्लिङ्ग च शारवतमू | 
स्वभुबाणं तथ घाट्यं रत्नजं धातुजं तथा ॥ 
सर्वाणीमानि लिङ्गानि निलये शैलजे fea) 
दारुजे दारुजं रस्तं धातुजे धातुरत्नजम्‌ |i 
इत्येवं मानमुद्दिष्टं दारुलिङ्गप्रमाणकम्‌ 

FUSING AM स्यात्‌ षट्करं चान्ततस्थता 


लोहजलिङ्गम्‌ सौवर्णं राजतं तात्रं कास्यमारकूटं तया । 
(1) सु०आ० आयसं सीसकं चैव age चेति लोहजम्‌ | 
सौवणं श्रीपदं प्रोक्तं राजतं राज्यसिद्धिदम्‌ ॥ 
ताम्रं पुत्रप्रदं चैव विद्वेषं कांस्यमेव च ॥ 
आरकटं तथोच्चाटे क्षयकारकमायसम्‌ । 
सीसजं रोगहरणं त्रपुरायुष्यवधेनम्‌ ॥ 
एवं तुलोहजं प्रोक्तं 


IL 
I 
3l 


ii) ao Jo १९९ लोहादिधातुजातानि वच्मि लिङ्गानि सम्प्रति । 
वे भवेत्‌ 
अष्टाङ्क,लं भवेदाद्यं त्रिहस्तान्त च तदभवत्‌ | 


अष्टाङ्ग, लादयो छिङ्गबृिरण्टाङ्ग,लकमात 
इत्थं तु नवलिङ्काति 
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सोमराजं महाराजं राजलिङ्गं =| 
वृषध्वजं तथाख्यातं लिङ्गं च नवमं भवेत ॥| 
लिज्भाष्टकनिबन्धे तु धातुलिङ्गाङ्ग «mms | 
gaaei चाष्टकोध्वे तच्चैकैका ङ्गः लान्तरे ॥ 
अष्टाभिरष्टकंरेवं चतुःषष्टिशच संख्यया | 
एकैकाङ्ग.लमध्ये तु लिङ्गाष्टकमुदाहृतम्‌ ॥ 
frd शर्वं जयं चेव सुनाभं च जयावहम्‌ | 
विजयं भासुरं साक्षमष्टलिङ्गाङगृलान्तरे ॥ 
अष्टकोर्ध्वे पुनस्त्वेवसभिधानान्यष्टावधि । 
aay _लमध्येळ्टो लिङ्गानि सुद्गमानत: di 
मनोहरं श्रीमुखाख्यं रुद्रतेजो महोत्सवम्‌ । 
आनन्दं च सुवकत्राख्यं श्रीपुंजम्‌ नन्दिवर्धनम्‌ ॥ 
इत्युक्तान्यष्टलिङ्गानि मुद्गतुल्याति मानतः। 
अङ्गलाङ्ग,लतो वृद्धिलिङ्गानां कथिता क्रमात्‌ ॥ 
चतुःषष्टिशच लिङ्गानि भूयोऽष्टाङगुलमध्यतः | 
इत्थं लिङ्गानि द्वादशोत्तरपञ्चशतानि च॥ 
अष्टलोहमयानां च लिङ्गानां तु प्रमाणकम्‌ | 
सयोनिमानसंयुक्ते सर्वकामार्थ — साधकम्‌ di 
हैमं रोप्यं तथा ताम्रं कांस्यं च पित्तलं तथा | 
त्रपु नागः सप्तमः स्यात्कृष्णलोहं तथाऽष्टमम्‌ ॥ 
इति चाष्टौ लोहकाद्या धातबः परिकीतिताः | 
कामदानि च कार्याणि अष्टलोहमयानि च | 
लोहमिश्रं च कतंव्यं सुधेव सर्वकामदम्‌ | 
सयोनिमानसंयुक्तमिच्छाभूक्तिप्रदायकम्‌ ॥ 
लोहादिलिङ्गकायामप्रमाणं कामदं तथा । 
पुनविभक्तं च त्रिधा ब्रह्मविष्णुरुद्रांशकम्‌ ॥ 
ब्रह्मादौ मध्यमे विष्ण रुद्रश्चान्ते प्रकीतितः | 
कायेस्त्र्यंशस्तथायाम एकांशं च पृथुत्वकम्‌ ॥ 
मस्तकावत्तेनं मध्ये वाह्ये वे राष्ट्रविश्रमः | 
मस्तकान्तोङद्भवं पीठं malg तु प्रदक्षिणम्‌ ॥ 
Weg wa लिङ्गं पूज्यते चक्रवतिभिः। 
TUES महाराजैमंहीपालैशच भक्तितः॥ 
षडङ्ग लात्मकं लिङ्गं महामण्डलकेश्वरंः | 
AUG A तथा fared वं भू क्तिकामकंः ॥ 
महासामन्तसं्ञैस्तु लिङ्गं वेदाङ्ग feu | 
RM चेव सामन्तं भुक्तिकामेरच पुणित्नम्‌ | 
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CAG MAST च DIT दरव ङ्ग ATTA | 
gai यतिभिश्चैव पूजनीयमर्शाङकुतैः ॥ 
WG eet च च जनेः सर्वैहितार्थंदम्‌ । 
तरथैवाङ्ग_लिकं मध्ये सर्वकामाथंमुक्तिदम्‌ ॥ 
मनोहरादितोलिङ्गं यावत्स्यान्तन्दिवर्धनम्‌ | 
काय रत्नमयं चैव वर्मकामार्थमोक्षदम्‌ । 
aaa ga शिलापि च सुविज्ञेया जातिभेदात्परिक्षयेत्‌ । 
(i) qo so a रक्ता तथा पीता कृष्णा चेति चतुविधा ॥ 
गोक्षीरशङ्कवर्णाभा ब्राह्मणानां प्रशस्यते | 
जपाबन्धूकपृष्पाभा नृपाणां प्रोच्यते क्रमात्‌ ॥ 
रजनीस्वर्णसदृशा वेश्यानां तु प्रशस्यते । 
साषगुग्गुलसंकाशा शूद्राणां तु समृद्धिदा ॥ 
सर्वेषां तु शिला कृष्णा सर्वसंपत्करी स्मृता । 
सा चोषररजःविछन्ना तप्ता चाकंस्य CAPA: N 
अस्निदग्धान्ययुक्ता या वर्जेयेत्तां प्रयत्नतः । 
दिव्यं स्वायम्भुवं qd देवतं गाणपं तथा ॥ 
आसुरं सुरलिङ्गं च आर्षं राक्षसकं तथा। 
मानुषं बाणलिङ्गं च लिङ्गं नवविघं भवेत्‌ ॥ 
पताका झरझराकरा रूद्राक्षाकतिरेव FI 
आज्यं वा Wed वा पातालात्पवंताकृति: ॥ 
इत्येतल्लक्षणं प्रोक्तं लिङ्गं स्वायम्भुवस्य तु । 
दिव्यं स्वायम्भुवं पूर्वमुत्तमोत्तममेव च॥ 
दैवतं गाणपं प्रोकतं मध्यमोत्तममेव च। 
आसुरं सुरलिङ्गं च आर्षं चेँवाधमोत्तमम्‌ ॥ 
मानुषं लिङ्गमेवोक्तं मध्यमं त्वधमं भवेत्‌ । 
बाणलिङ्गस्य नंवोक्तं लक्षणं तु विसर्जयेत्‌ |i 
(ii) we aTe देविक॑ चार्षकं चेव amm मानुषं तथा | 
एवं चतुविधं लिङ्गं दैविके लक्षणं XN 
दीपाकारं भवेल्लिङ्गं निम्नोन्नतसमन्वितम्‌ । __ 
रेखाकोटरसंयुक्तं टङ्कुशूलसमन्वितम्‌ ॥ _ 
यवोच्न तमुखे 
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मूलं स्थूलं भवेल्लिङ्गं नालिकेरफलाकृति । 

लिङ्ग मात्रृषमाख्यातं ्रह्मसुत्रविवजितम्‌ ॥ 

द्वारं वा गर्भमानं वा हस्तमानमथापि वा p 
शिवशास्त्रोक्तमार्गेण शिरोवर्तनया युतम्‌ । 
ब्रह्मसूनसमायुक्तमेतन्मानुषमुच्यते ॥ 

(il) का० आ० स्वायम्भुवं वाणलिङ्गं दैविकं चार्षकं त्विति | 
TTT मानुषं लिङ्गं षट्प्रकारं प्रकीतितम ॥ 

यत्स्वेनेवोत्थितं लिङ्गं स्वायम्भुवमुदाहृतम्‌ 

शिवेन संस्कृतं यत्तु वाणलिङ्गमुदाहूतम्‌ ॥ 

दैवेन स्थापितं देवमार्षकभुषिमुजितम्‌ । 

गणैस्संस्थापितं लिङ्गं गाणपं तदुदाहृतम्‌ ॥ 

मानुषं मनुजैरिशष्टैः स्थापितं तदुदाहृतम्‌ | 

(iv) fao ffo antag वर्धमानं शेवाधिकं च स्वस्तिकम | 
सार्वदेशिकलिङ्गं च त्रैराशिकसहस्रकम ॥ 

धारालिद्ध च शेवेष्ट्यं मुखलिङ्गमुदाहतम्‌ । 

लिङ्गं च दशभेदं स्यान्मानुषे तत्प्रकीतितम्‌ ॥ 
(v) ste Jo २०१ अथातः सम्प्रवक्ष्यामि शैललिङ्गप्रमाणकम्‌ | 
हस्तादि नवान्तं लिङ्गनवकं हस्तवृद्धितः ॥ 

हस्ताधश्च न wet लिङ्गं शैलमयं तथा। 

Ti तु प्रकर्तव्यं प्रस्तारानुक्रमेण च॥ 
सुत्रहस्तादथारभ्य पादवृद्धया त्रिहस्तकम्‌ । 
कनिष्ठनवलिङ्गानां पादवृद्धि रनुक्रमात्‌ ॥ 

मध्यमानि च लिङ्गानि पादवृद्ध्या नव क्रमात्‌ | 

युगहस्तादितश्चंवं तथा षड्ढस्तकावघि ॥ 

आयामे सप्तहस्तं च नवहस्तान्तमेव च। 

उत्तमं लिङगनवकं पांदवृद्धया यथाक्रमम्‌ ॥ 
त्रिचतुहंस्तयो मं ध्ये षट्सप्तकरयोरपि । 

पादवृद्ध्या त्रौणि त्रीणि षड़लिङगानां समुद्भवः ॥ 

सेख्यातान त्रयस्त्रिश लिङ्गानि पादवृद्धितः | 

हस्तादि नवहस्तान्तं त्रयस्त्रिंशच्च संख्यया ॥ 

अभिधानक्रमं तेषां कथय।म्यपराजित | 

अनुक्रमेण ख्यातानि त्रयस्त्रिंशच्च संख्यया ॥ 

भवं भवोद्भवं भावं संधारभयनाशनम्‌ | 

TIS महातेजो महादेवं परात्परम्‌ ॥ 

Rat रोखरं fm शान्तं वे मनोह्यादकम्‌ ? | 

WIM: ( सदात्मकं ) वामदेवमघोरकम्‌ ॥ 
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Te तथशानं मृत्युञ्जयं चच विजयम्‌ । 
किरणाक्षमघोरास्त्रं श्रीकण्ठं पुण्यवर्धनम्‌ ॥ 
पुण्डरीकं सुवक्त्राख्यमुमातेजो विश्वेश्वरम | 
त्रिनेत्रं त्रयम्बकं नाम (बोरं) महाकालं च नामतः 1 
त्रयस्त्रिंगत्‌ पादवृद्धधा हृस्तादिक नवान्तकम्‌ | 
TAJET च पुनः पञ्चषष्टिश्च संख्या 11 
निकोतशतलिङगानि तथा द्रचङ्ग,लवृद्धितः | 
TAS ea तु व्रिनवत्यधिकं शतम्‌ ॥ 
एवमर्धाङ्ग लवृद्धभा लिङ्गसंल्या TTEA | 
पंचाशीत्यधिकं चैव शतत्रयमुदाहूतम्‌ ॥ 
गङगुलवेदांशयुकत्या क्रमशो वृद्धितस्तथा | 
एकोनसप्तत्युत्तर -- सप्तशता त्यनुक्रमात्‌ ॥ 
तथा मुद्गप्रमाणेन पूर्वमानविकल्पनात | 
द्विचत्वारशदुत्त रचतुर दशशतानि * ॥ 
मुद्गप्रमाणलि ङ्गानामेकैक दशभेदतः । 
agaaga सर्विद्वतिचतु:शतम्‌ ॥ 
इति शास्त्रोक्तलिङ्गानां मानं संख्या समीरिता । 
रत्नजलि ङ्गम्‌ मौक्तिकं च प्रवालं च ase स्फटिकं तथा | 
(i) Jo Ho ga मरकतं नीलं रत्नजं संप्रकीतितम्‌ ॥ 
लोहरत्नादिके लिङ्गे पूजाभागं सपीठकम्‌ | 
यथालाभप्रमाणेन स्फटिकादीति करयेत्‌ ॥ 
स्फटिकादिषु कत्तेव्या त्रिभागैरेव पीटिका | 
तथायामसुविस्तारपिण्डिका शुभदा स्मृता di 
एकाङ्ग,लं समारम्य आ चतुविशदङ्ग,लान्‌ । 
लोहजं लिङ्गमित्याहुर्लक्षणोद्धारणं बिना ॥ 
(ii) se ge १९८ अत wed प्रवक्ष्यामि रत्नजादिकलक्षणम्‌ | 
रत्नजं धातुजं चैव लोहाष्टकविनिमितम्‌ ॥ 
तथाऽनुक्रमसूत्रं च प्रमाणं यस्य यादृशम्‌ | 
यथाक्रमं विधातव्यं यथापंक्ति ? (प्रावतं) पृथक्‌ प्रथक्‌ ॥ 
मृद्गप्रमाणाद्योदभव रुद्रभागेति संख्यया ? | 
quf .प्रविष्टमानाय ब्रह्मा दै्वेण्ण वान्तिकम्‌ ? ॥ 
भद्रभागोद्भवा संख्या अडगुलंवेधेयेत्वयम्‌ ?। | 
वललिङ्कर्य freien च ब्ह्मरुद्रां च केतवम्‌ ? ॥ | 
एकाद्यङगुलतो वृद्धि नवान्तामुपलक्षयेत्‌ 
तदभिध।नानुक्रमं कथयाम्यपराजित 
fud ud जयं लिङ्गं सुनाभं 
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भभिधानप्रमाणानि लिङ्गान्युक्तानि वै नव | 
अङगुलाङगुलाच्तरतः लिद्धानां वर्धते क्रम: ॥ 
एकाड्गुलोळूवं मध्ये लिद्धान्यष्टौ यथाक्रमम्‌ । 
मुदगघ्रमाणाच्यष्टौ च शास्त्रदृष्ट्या ततः क्रमात्‌ ॥ 
मनोहरं श्रीमुखाख्यं BARAT महोत्सवम्‌ 
आनन्दं च Garret श्रीपुञ्जं नन्दिवर्धनम्‌ ॥ 
इति मुद्गप्रमाणानि लिद्धान्युक्तानि चाऽष्ट वै। 
अङगुलक्रमवृद्धयाऽष्टावन्यानि कथितानि च ॥ 
द्वासप्ततिञ्च लिङ्गानां संख्या चैव प्रमाणतः | 
अष्टाङगुलोद्भवान्तं च पुनर्तामानि पूर्ववत्‌ ॥ 
रत्नजानां तु नामानि केथितान्यपराजित 
attest लिङ्गं कर्तव्यं सर्वकामदम्‌ ॥ 
बज्रवेडूर्याककान्ति पुष्परागेन्दुकान्तिभिः | 
मणिमौक्तिकस्फाटिकराजावर्तप्रवालके n 
सरकतोत्पलनीलेः  ककेतें; पुलकंस्तथा | 
महानीलेः सुनीलेश्‍च गिरिवज्जेश्व पीलुतेः ॥ 
गोमेदैशच शिखादीपैरिति  रत्नाभिधानकै: । 
शाङ्खाद्यैगजदन्तेशच fay कुर्याच्च कामदम्‌ ॥ 
सयोनिमानसंयुकतं सर्वकामफलप्रदम्‌ | 
विना योनि ded धातूजं रत्नजं तथा U 
धमंकाम्यं चार्थकाम्यं तथेच्छामोक्षकाम्यके | 
चतुविधानि काम्याति लिङ्गयोत्यादिभेदतः ॥ 
maa भवेल्लिङ्गं तादुग्वणी च पीठकम्‌ | 
धर्मकाम्यं च तद्यद्ग धर्मार्थ स्यात सुपूजितम्‌ ॥ 
नीलमर्कतजं लिङ्गं पीठिका शवेतवणिका | 
अर्थंकाम्यं तु तन्नाम पूजितं चार्थहेतवे ॥ 
३वेतरवते यदा वर्णे इच्छाकाम्यं च नामतः | 
इच्छासिद्धिं स प्राप्नोति यस्तहिलङ्गार्चते रतः || 
धालुरत्नैविवर्ण च ३वेतपीतादितस्तथां | 
मोक्षकाम्यं तु तत्प्रोबतं मुक्तिमार्गेप्रदायकम्‌ ॥ 
वर्मार्थकाममोक्षार्थं लिङ्गार्चा स्याच्चतुविधा l 
मूलागमे च निदिष्टं शास्त्रज्ञैरूक्तेव च ॥ 
सर्वरत्नजलिङ्गानि पाद्यस्नानकसूत्रतः ? | 
्रह्मविष्णुरूदरांराकैः क्रमाहिलङ्गं त्रिधोदितम्‌ | 
विना ब्रह्मविष्ण्वंशाभ्यां बाणं स्याद्रत्तधातुजम्‌ ॥ 
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अत: पर प्रवक्ष्यामि वाणलिङ्गस्य लक्षणम्‌ । 
एवमारावितञ्चेशो wee faafia T 
( पुकस्यादि सप्ता।नो ग्रासीलरचातदर्च लक्षणम्‌? ) 
एकस्माद्‌ द्विसप्तान्तमास्यभेदस्य लक्षणम | 
एकास च स्वर्यं देवस्तिनेत्रः झूलपाणिकः ॥ 
HAIL द्यत्र ae त्रिपुरुपं तथा | 
ब्रह्मणा afad लिङ्गं तथा वेदास्रसंत्रकम gi 
qai लोकपालैश्च quu शिखिकेतना । 
सप्ताश्रं वरुणेनाइथ चाष्टाश्रं वसुभिस्तथा | 
नवग्नहैनेवाश्रं च दशाश्रं च दिशाविपै: । 
Were बरिष्णुना सूर्येण द्वादशास्रकम्‌ ॥ 
चरयोदशास्नं सर्वैश्च Tae शक्रतस्तथा | 
Uae ward कथितं च यथाक्रमम्‌ |i 
gaa स्थापितं लिङ्गं येन वै पृथिवीतले | 
मुच्यते सर्वपापेभ्यो ब्रह्माहत्यादिभिश्च a: 
quae च तथा लिङ्गं स्थापितं भक्तितत्परः । 
मोदते दिवि मुक्तःम्यात्‌ स गोहत्यादिपातकः ॥ 
ap च तथा लिङ्गं पूजितं च मुरासुरः। 
अश्वमेधादिपुण्यं च लभते नाऽत्र संशयः ॥ 
पुरुषमेधनं पुण्यं चतुराश्रे च पूजिते | E 
अगम्यागमनान्मुक्तो ह्यभक्ष्यस्य च भक्षणात ॥ É: 
मुक्तपापरच'विज्ञेयः Tare पूजिते तथा | 
स्त्रीबालघाती शुद्धः स्याच्छिवलोकं eem ॥ 
aaa बाणलिङ्गे तु प्ृथ्वीदानफलं लभेत्‌ । 
अष्टाश्रं तु यदा लिङ्गं पूजितं प्रथवीतले ॥ 
गुरुस्त्रीपापमुक्तत्व॒ लभते शिवलोकताम्‌ । 
नवाश्रं तु यदा लिङ्गं पूजितं च प्रयत्नतः ॥ 
स मुक्तः सर्वपापेभ्यो बहुस्वर्णादिकं फलम्‌ |i 
सप्तकोटिजन्मपापं ated: क्षणात्‌ । | 
शिवलोकं दशाश्रे च लभते नाऽत्र संशयः ॥ | 2 
एकादशाश्रं च तथा संसारभयनाशनम्‌ 
द्रादशाश्रं तथा लिङ्गं सूर्यतेजःसमप्रभम्‌ ॥ 


पृथ्वीदेवाधिपत्यं च प्राप्यते 
qiue लिङ्गं तु स्वर्गादौ दे 


Sul 
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अचललिङ्गभेदेषु मानुषाचललिज्ुप्रभेदेषु-- 
आढ्यादिलिङ्गभेदाः लिङ्गायामे विकारांश चतुर्भूतरसँः क्रमात्‌ । - 
(i) का० आ० सत्रिभागैरित्ररंशेस्तु सुरेढयानाढचके द्विजाः ॥ 
आढ्यं सर्वसमं fag विशिष्टं परिकोतितम्‌ | 
तेषां तन्मध्यमेऽष्टांशे प्रत्येकं नवधा भजेत्‌ ॥ 
(11) सि० ao सार्धाशावसुसार्धं सिन्धुचरणोनागाद्रिसा ङ्ग अष्टको 
दन्वन्म ङ्ग लनन्ददिक्‌फणिनगैस्त्र्यंशो a तिस्त्र्यष्टके 
दैर्ध्ये — fed! रसाक्षजळघित्यंशान्वितेष्वंशकै-- 
राढयानाढयसुरेडचसर्वंसमके लिङ्गे विदुविस्तृतिम्‌ ॥ 
समलिङ्गम्‌ आद्यं तु सर्वतोभद्रं द्वितीयं वर्धमानकम्‌ । 
(1) मय० ३३ शिवाधिकं तृतीयं स्याच्चतुर्थ स्वस्तिकं भवेत्‌ ॥ 
अथ जगदमराणां सर्वेतोभब्रमिष्टं 
सुखदमवनिपानां वृद्धिदं वर्धमानम | 
धनदमिह विशां वे झम्भुभागाधिकं T- 
च्छुभदमथ परेषां स्वस्तिकं तच्चतूर्णाम्‌॥ 
fagi सर्वतोभद्रलिङ्गे मूलेमध्ये''''''दशाशं क्रमेण । 
वृत्तं तुल्यं सर्वतः शम्भुभागं विप्राणां तद्ध पतीनां प्रशस्तम्‌ ॥ 
(i) अ० आ० लिङ्गायामे त्रिभागे तु एकांशं चतुरश्रकम्‌ | 
मध्ये व्योमं तु वस्वश्चं वृत्तं चाप्येकमंशकम्‌ ॥ 
समलिङ्गमिति ख्यातं विप्रादीनां तु ऋद्धिदम्‌ ॥ 


(ii) go आ० चतुरश्र मधो भागमष्टाश्रं मध्यमं तथा । 
तदुर्ध्वे वृत्तमेव स्यात्तिभागं सर्वतस्समम्‌ ॥ 

समलिङ्गमिति Mad वर्धमानमतः श्रणु ॥ 
बर्धमानलिङ्गम्‌ wga तथायामे सप्तांशं चतुरश्रकम्‌ | 
(1) अं०आ० अष्टाश्रमष्टभागेन नवांश वृत्तमुच्यते ॥ 
द षट्सप्तवसुभागं वा पञ्चषटसप्तभागिकम्‌ | 

à चतुष्पञ्चषडंदां वा वर्धमानं चतुविधम्‌ ॥ 
(11) Jo आ० चतुःप ञ्चषडंशां तु पश्वषट्सप्तभागिकम्‌ | 
षट्सप्ताष्टांशकं सप्तभागाष्टनवभागिकम्‌ ॥ 

वर्धेमानमिति प्रोतं विप्रादीनामनुक्रमात्‌ | 

(lil) Jo stlo चतुर्विशति चायामे सप्तांशं चतुरश्रकम्‌ | 
अष्टाश्रमष्टे भागेन नवांशेनेव वृत्तकम्‌ U 

i वधमानभिदं लिङ्ग शिवाधिकमतःपरम्‌ । 
(iv) Hao ३३ वेदभूतरसभागिकंरथो भूतषण्मुनिपदैरतःपरम्‌ । 
षट्कसप्तवसुभागया ततःसप्तनागनवभागया पुनः |! 
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शेवाधिक्यलिद्धम्‌ 
(1) अ० आ० 


(il) Yo आ० 


(iii) सु० श्रा० 


(iv) सय० 


स्वस्तिकलिज्ध a. 


(i) Ho afo 
(11) का० आ० 


धारानिङ्गम_ 


(i) go आ 
(ii) To Fro 


(ii) शिल्प० 


सहस्रलिद्धम्‌ 
( 1 ) To आ० 


( १३१ ) 


वधमानमुदित चतुविधं ब्रह्मविष्णुशिवभागत: क्रमात | 
सवसपदुपवर्धनप्रद॑ पुत्रवृद्धिदमिदं महीभृताम्‌ ॥ 


लिङ्गायामे दशांशे तु quis चतुरश्रकम्‌ | 
TAA चेव तत्तुल्यं युगाशं स्याच्छिवांशकम ॥ 
शवाधिक्यमिदं ख्यातमथवान्यत्प्र कारतः | 
वेदवेदशरांशं वा पञ्चपञ्चषडंशकम्‌ ॥ 
पद्पद्सप्ताशकवाथ शेवाधिक्यं चतुविघम्‌ | 
सप्तसप्ताष्टभागं तु पञ्चउञ्चषडंशकम | 
वेदवेदशरांशं तु गुणानलयुंगांशकम्‌ ॥ 
एवं शिवाघिकं प्रोक्तं द्विजादीनां क्रमाद्‌गुहे | 
आमाम दशवा कृत्वा चतुरश्रं त्रिभागतः ॥ 
्रष्टाश्च च त्रिभागेन चतुरंशेन वृत्तकम। 


शिवाधिकमिदं शस्तं भक्तिम॒क्तिफलप्रदम | 
सप्तसप्तवसुभागया ततः पञ्चपञ्चकषडंशकरैपि | 


वेदवेदशरभागया ततो बन्धबन्धयुगभागया पुरः ॥ 
उक्तमत्र हि मया चतुविधं तच्छिवाधिकमजावि भागिके: | 
सवंवृस्तुमिदं विशामलं सर्ववर्ण॑यमिनामुदी रितम्‌ ॥ 
लिङ्गायामे नवांशे चतुरश्र द्विभागया । 
वस्वश्रं तु गुणांशेन ahi वृत्तमुच्यते ॥ 
नवधा लिङ्गमानेन sib मध्ये गुणांशकम d 
वृत्ते युगांशकं दैर्ध्यं शूद्रेऽप्येतच्च शस्यते ॥ 
पञ्चधारास्सप्तधारा नवधारा द्वादशधारकाः | 
घाराप्षोडझविशच्च त्रिरष्टावाष्टविशतिः ॥ 


धारालिङ्गमथो वक्ष्ये श्रूयतां तु प्रजापते। 
पादादुध्वंकपर्यन्तं धारालिङ्गं प्रशस्तकम्‌ ॥ 
अधो वेदाश्रकं palaga त्त्वष्टधारया | 
ऊर्ध्वे षोडशधाराच्च भोगार्थी लभते सुखम्‌ ॥ 
एतद्‌ द्विज महाप्राज्ञ ! सर्वंकामभ्रसाधनम्‌ | 
ू्वोक्तसमलिङ्गे च धारालिङ्गं विकल्पितम्‌ d 
wqui द्विरष्टाश्रं तन्मुखे परिकल्पयेत्‌ ॥ 
žaid तु aa धाराद्विद्रिगुणीकृते । 
स्वेषामपि लिङ्गानां धारालिङ्गं त्रिधा मतम्‌ ॥ | 
मूलेऽष्टाश्रं वा कलाश्रं य॒गाश्रं तस्मादूष्वं तयुास्स्युरच राः 
एवं पूर्वाचार्यकैरीञ्वरस्य प्रोक्तं धारालिङ्गमतत्‌ 
समखण्डे शिवायामे 
एकाघिकतवत्यंशे 
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सँकसाहस्नलिङ्गानां नवभागोच्चमेव वा | 
(ii) मय० 33 पुजाभागे सवतोभद्रलिद्धे धारालिङ्ग पञ्चपञ्चक्रमेण | 


एकेकस्यामष्टमं चोप रिष्टात्साहस्रं तद्रेखया लिङ्गमुक्तम्‌॥ 

111) शिल्प० सवतोभद्रलिद्ञेपु धाराः स्युः पञ्चविशतिः 
Ek युः पञ्चविज्ञति:। 

सप्तपर्णदलाकारास्सभास्सर्वास्समान्तरा: " 

एकेकस्यां तु धारायां चत्वारिशत्प्रसंस्यया | 

कुर्यात्समानि लिङ्गानि स्याततल्लिङ्गसहस्रकम्‌ ॥ 


त्रैराशिकलिङ्गम्‌ कृत्वा नवांश लिङ्गोच्चं वन्धबन्धगणांशकम | 
(i) का० ame पट्सप्ताप्टकनाहं तु JASA य॒गाश्रके ॥ 

त्रेराशिकमिदं शास्त्रे स्वस्तिकमधुनोच्यते । 
(il) Je कार० अग्ने भूले च मध्ये च प्रमाणं सर्वतस्समम | 


ग्रायासं नवधा BAT वृत्तं षडभागमुच्यते ॥ 

सप्तभागसथाष्टाश्रं तुर्याश्न॑ वसुभागिकम्‌ । 

तरराशिकमिति ज्ञेयं धनधान्यसुखावहम्‌ ॥ 

(ii) mao 33 रसमुनिवसुभागे वृत्त केऽष्टाश्र केऽन्ते | 
परिधिरथ नबांशे लिङ्गतुङ्ग तु भूयः ॥ 

तिभिरथ गुणभागँरच त्रिभिस्तुङ्गमानं । 

ह्यजहरिहरभागे तत्तु (तत्‌) त्रैराशिकं स्थात्‌ ।) 

(iv) शिल्प० २९ लिङ्गोत्सेधे तु नन्दांशे पट्सप्तवसुभागकैः | 
ब्रह्मविष्ण्वीशभागानां क्रमान्नाहाः प्रकीतिताः॥ 

लिङ्गं त्रैराशिकं नाम भवेत्‌ सर्वसमे तु तत्‌ । 

(v) जीर्णो० अर्चनं नवधा कृत्वा ब्रह्माद्यास्त्रित्रिभागतः | 
पट्सप्ताष्टकभागैस्तु नाहो रुद्रादिषु क्रमात्‌ ॥ 

चेराशिकमिदं लिङ्गं शूद्राणां तत्प्रशस्यते । 

मुखलिङ्गम्‌  मुखलिङ्गं ततो वक्ष्ये सर्वकामार्थंसाधतम्‌ | 

(1) कार० aro पुजाभागं समस्तं तु द्विषष्ट्यंशं भजेत्क्रमात्‌ ॥ 
त्रयोदशाज्भ लार्ध तृ मुखमेक॑ प्रकीतितम्‌ । 

शराननं चतुवं कृत्रं त्रिवक्त्रं चैकवकत्रकम्‌ ॥ 

चतुदिक्षु चतुबंकूत्रं त्रिवक्त्रं पृष्ठहीनकम्‌ | 

कुर्वेकवकत्रमुर्ध्वे तु मुखमानेत बुद्धिमन्‌ ! ॥ 
मकुटेनोध्वेवकत्रं तु त्रयोदशार्धाङ्ग,लेन तु । 

| x ्रीवामूलात्‌ स्तनान्तं स्थादर्धाधिकं त्रयोदश ॥ 
3 dA स्तनसुत्रावधिर्यावत्‌ कारयेद्‌ द्विभुजान्वितम्‌ | 
| प्रतिमालक्षणोक्तेन मार्गेण समाचरेत्‌ ॥ 
j ० शेषं लिङ्गवदाकारं कारयेल्लक्षणान्वितम्‌ । 
J i वक्‌त्रल्िद्धप्रमाणं तृ प्रोक्तं पीठमथो श्यूणु ॥ 
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लि ङ्गोद्भवम्‌ 
(i) दिल्प० २ 


लक्षणम्‌ 
(ii) अ० आ० 


(ii) go ao 


( १३३ ) 


मखलिद्गं त्रिवक्त्रं स्यादेकवकत्रं चतुमु खम्‌ । 
सन्मुख Irar स्यात त्रिवकत्रे qe नहि ॥ 
पर्चिमास्यं स्थितं pu कुछ कुमाभं तथोत्तरे । 
याम्य कृष्णकरालं स्यात्प्राच्यां दीप्ताग्निसन्निभम ॥ 
सद्या वार्म तथाघ्रोरं तत्पुरुषं चतुर्थकम्‌ । 
पञ्चमं च तथेशानं योगिनामप्यगोचरम्‌ ॥ 


रूपप्रतिमा 
टि०-छूप-प्रतिमा लिङ्गो द्भ वैवेति । 
सुखासनं तू प्रथमं स्कन्दोमासहितं ततः । 
तृतीयं aagi चतुर्थं वृषवाहनम्‌ ॥ 
पञ्चमं नृत्तमूतिस्तु गङ्गावरमतः परम्‌। 
सप्तमं त्रिपुरारि: स्यात्‌ ततः कल्याणसुन्दरम्‌ ॥ 
अर्धनारीञवरं पश्चाद्‌ दशमं गजहा तथा । 
एकादशं पाशुपतं कङ्कालं द्वादशं स्मृतम्‌ ॥ 
अर्घनारायणं पझ्चाद्‌ भिक्षाटनमतः परम्‌ । 
चण्डेशवरप्रसादं तु दक्षिणामूतिरेव च ॥ 
ततः कालरिमूतिश्च लिङ्ग मष्टादशं स्मृतम्‌ । 
एवं लिङ्गेदृभवं qd: प्रोक्तं शवपरायणैः । 
अथ वक्ष्ये विशेषेण लिङ्गोद्भवर्विर्ि zo । 
लिङ्गाकारस्य मध्ये तु चन्द्रशेखरमूर्तिवत्‌ ॥ 
नलकात्तलपयंन्तं लिङ्गे झूलसमन्वितम्‌ | 
ब्रह्मापि हंसरूपेण ऊर्ध्वे वे वामपारवंके ॥ 
विष्णर्वराहरूपेण दक्षिणे त्वघोगतः | 
विष्णुद rates q वामपाश्वे पितामहः ॥ 
हृदयेऽञ्जालसंयुक्तौ स्थितौ लिङ्गं समीक्ष्य च | 
रक्तञ्यामहिरण्याभा  ईशविष्णुपितामहा: ॥ 
एबं लिङ्गोद्भवं ख्यातं वृक्षसङ्ग,हण ततः । 
ुर्ववत्कारयेत्सम्यक्‌ चन्द्रशेखरमूतिनम्‌ Mere 
लिङ्गाधः शवेजान्वन्तभागं  नेन्द्रिययोचरमू 
प्रदेशे तु 
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(v) कार० आ० 


(vi) शिल्प० 


(vii) श्रीतत्व० 
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्रह्मविष्णुविहीनो वा हंससूकरक्षंयुत: | 
लिङ्ग कृत्वोव्वंतो ब्रह्मा हंसरूपं तथैव * । 
विष्णु बराहृवकूत्रं तृ fa years: प्रकल्पयेत T 
हृदथेऽञ्जलिसंयुक्तौ ब्रह्मविष्णू च quedas, 
लिङ्गमध्ये तु कर्तव्यं ूर्ववच्चन्द्रशेख रम्‌ T 
शदृश्यो तस्थ पादाब्जौ तथैव WE यथा । 
आयामं यत्तु लिङ्गस्य भूतांशं विभजत्ततः ॥ 
Wed व्योमांशकं त्यकत्वा मूले चेव तथा भवेत्‌ । 
तन्मध्ये कारयेद्धीमांस्चनद्रशेख रमूतिताम्‌ । 
अजविष्णू fau द्वौ नमस्कृत्वावुकूलकौ ॥ 
धर्मां विभजेल्लिङ्गं शरांशमुदयान्तयो: | 
Rrgrted कारयेद्धंसमधस्तात्सुकराननम्‌ ॥ 
विष्णु सद्धूल्पयेदुर्वीमाननेनेव. कर्षितम्‌ । 
बिम्बस्य द्विमुखेनेव हंसरूपं तु कारयेत्‌ ॥ 


ऋज्वागतिस्थिति वामाद्व रदाभयहस्तकम्‌ | 
कृष्णापरशुसंयुक्‍तं कारयेदिन्दुशेखरम्‌ ॥ 


भधोभागे तु भागेन जान्वन्तं तु न दृश्यकम्‌ ॥ 
qi लिङ्गोद्भवं कुर्याच्चन्दरशेरमुच्यते | 
अथ लिङ्गोद्भवं वक्ष्ये लिङ्गाकारस्य मध्यतः 
चलकात्‌ पादस्य तलं लिङ्गे शुलसमायुतम्‌॥ 
चन्द्रशेखरवत्सर्व का रयेत्सुन्दराकृतिम्‌ । 
Wa तु हंसरूपेण ऊध्वंगो वामपाश्व॑तः ॥ 
विष्णवराहरूपेण दक्षिणांशे त्वधोगत: d 
ह्रेदये$ञजलिसंयुक्तो रक्‍तरयामनिभो परम्‌ ॥ 
वीक्षमाणौ परं लिङ्गमिदं लिङ्गोद्भवं स्मृतम्‌ । 
लिङ्गाकारस्य मध्ये तु चन्द्रशेखरवतिस्थम, | 
नलकाधर्स्थितं पादं लिङ्गोदभवसमन्वितम्‌ ॥ 
विरिञ्चिरहसरू्पेण चोध्वंगो amad । 
दक्षे वराहरूपस्य ख्पेणाधोगतो हरिः ॥ 
बामदक्षिणपाइवस्थो कृताञ्जलिसमन्वितौ ॥ 
झबरूपेण द्विपादस्थावजविष्ण्‌ विभोः परे ॥ 
एवं लिङ्गावतारं तु सर्वशान्तिकरं सदा । 


तुज्ञाजत्रिस्तृतिनतांसकलम्बरसानेस्संपन्नचिद्व भुज भूषणवर्णभेदः । 
amaras शुभकरं स्रकलप्रजानामेरवर्यसङ्क परिवृद्धिकरं विदध्यात्‌ ॥ 
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F- मुतिः चतुभु ज॑ त्रिनेत्रं च जटामकुटमण्डितम | 
(i) मान० व्याश्रचर्माम्वरं जानुनोरूव्व च समलड कृतम्‌ ॥ 
नीव्याञ्चलं च संयुक्तं रक्तर्णाङ्गो भितम्‌ | 
` हारोपग्रीवबक्षस्तु कपालमालावलम्बनम्‌ ॥ 


करटरत्नवन्धं स्याद्‌ रुद्रबन्धमथापि वा | 
पत्रोदरं च बन्धं वा रत्नो रनिवन्धनम्‌ ॥ 
कटक कटिसूत्रं स्यात्केयूरं पूरिमान्तिततम्‌ । 
वाहृमूलाभिदार्मश्च सर्वाभरणभूषितम्‌ ॥ 
वामे तु लम्तरपत्रं स्यादवामे मकरकुण्डलम्‌ | 
प्राचभयहस्तं सर्वे वरदं वामहस्तके ॥ 
अपरे वामसव्ये तृ हरिणद्रङ्कधारणम्‌ | 
मकुटं वामपाइ्वे तु चन्द्ररे्ारसमन्वितम्‌ ॥ 
दक्षिणे चाकंपुष्पैशच नागं गङ्गा जटान्तरे। | 
दुर्वाभिः सुवर्ण सिन्दूरंपुस्करं स्यान्मकुटान्तरे ॥ 1 
मध्ये चान्वितवकत्रं स्याल्ललाटे चैकनेत्रयुक्‌ । 
ग्रीवस्य amA तु कालकूटसमन्वितम्‌ ॥ 
यज्ञसूत्रोत्तरीयं च सर्वरत्नाङ्ग,लीयके । 
स्थानकं चासनं वपि पादं नृपुरशोभितम्‌ ॥ 
एवं तु रुद्रमूतिः स्याद्‌ वामभागे तु पावेती । 
उत्तमं दशतालेन मानयेत्त्वङ्गमानकम्‌ ॥ 


c >. >.” 
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(ii) fro ध० देवदेवं महादेवं वृषारूढं तु कारयेत्‌। E 
तस्य वक्त्राणि कार्याणि पञ्च यादवनन्दन? ॥ XE 
सर्वापि सौम्यरूपाणि दक्षिणं विकटं मुखम्‌ । ea 
कपालमालिनं भीमं जगत्संहारकारकम्‌ ॥ 
त्रिनेत्राणि च सर्वाणि वदनं px विना। 
जटाकलापे महति तस्य चन्द्रकला भवेत्‌ ॥ 
तस्योपरिष्टाट्ददनं पञ्चमं तु विधीयते। 
यझोपवीतं च तथा वासुकि तस्य कारयेत्‌ u 
दशबाहुस्तथा कार्यो pt ma fee 
अक्षमालां त्रिशूलं च श 
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सदाशिव: 
(1) का० आ० 


` इच्छाज्ञानक्रियाशक्तित्रयसंवलुप्तलेचनम्‌ | 
FF FSR ` 


( १३६ ) 


चन्द्राजडितजट: श्रीमान्‌ नीलकण्ठः सुसंयतः | 
विचित्रमुकुटः शस्भुनिद्याकरसमप्रभ: ] 
दोर्स्या द्वाभ्यां चतुभिर्वा युक्तो वा दोभिरष्टभिः 
पट्िशव्यग्रहस्तश्च पन्नगाजिनसंयुतः ॥ 
सर्वलक्षणसम्पूर्णो ेत्रत्रितयभूषण; | 
एवंविधगुणेयु क्तो यत्र लोकेश्वरो हरः ॥ 
परा तत्र भवेद वृद्धि्देशस्य च नृपस्य च] 
यदारण्ये शमशाने वा विधीयेत महेश्वरः yy 
एवं रूपस्तदा कार्यः कारकस्य शुभावहः | 
अष्टादशभुजो दोष्णां विशत्या वा समन्वितः N 
शतबाहुः कदाचिद्वा सहस्त्रभूज एव च। 
eet गणवृतः सिंहचर्मोत्तरीयकः ॥ 
तीक्ष्णदंष्ट्राग्रदशनः शिरोमालविभूषितः | 
चन्द्राङ्कितशिराः श्रौभान्‌ पीनो रस्कोग्रदर्शनः ॥ 
भद्रमूतिस्तु कतंव्यः इमशानस्थो AZA: | 
द्विभुजो राजधान्यां तु पत्तने स्याच्चतुभु ज: ।! 
कर्तव्यों विशतिभूजः इमशानारण्यमध्यगः | 
एकोऽपि भगवान्‌ भद्रः स्थानभेदविकल्पितः i 
रौद्रसौभ्यस्वभावश्च क्रियमाणो भवेद्‌ बुधः । 
उद्यन्‌ यथा भवेद्‌ भानुर्भगवान्‌ सौम्यदशंनः ॥ 


स एव तीक्ष्णतामेति,; मध्यन्दिनगतः पुनः | 


तथारण्यस्थितो नित्यं; रौद्रो भवति शङ्कुरः॥ 
स एव सौम्यो भवति स्थाने सौम्ये व्यवस्थितः | 
स्थानान्येतानि सर्वाणि ज्ञात्वा किम्पुरुषादिभिः ॥ 
प्रमथैः सहितः कार्यः शङ्करो MPIRE 
एतद्‌ यथावत्‌ कथितं संस्थानं त्रिपुरद्रुहः ॥ 
सदेशस्थापनं वक्ष्ये तल्लक्षणपुरस्सरम्‌ | 
्रव्यैरिशञलादिभिः कुर्यात्पर्वोक्तैस्तं विशेषतः ॥ 
TAT शवेतं स्थितं पञ्चास्यसंयुतम्‌ | 
पिङ्गलाभजटाजूटं दशदोर्दणडमण्डितम्‌ ॥ 


अभयं च प्रसादं च तथा शक्ति न्रिशूलकम्‌ । _ 
` करपल्लवैः ॥ | 
भुजङ्ग “चाक्षमालां च डमरुं नीलपद्धूजम्‌ । 
बीजपूरं च वामस्थेवहन्त॑ सुप्रसन्नकम्‌ ॥ 


खट्वाङ्गं दक्षभागस्थेवहन्तं 


अर्च॑नाध्यायसंसिद्धध्यानान्तरयुतं तु 


* 
[ur 


E 


E 
b 


m 


a ४.7. 
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भानचन्द्रकलायुक्‍तं aa कलावर्षोपलक्षितम्‌ | 

ब्रह्मसुत्रादिक॑ कार्य सुवेशः प्रतिमोदितम n 

^" एवं aafaa: कार्यो मनोन्मन्या समस्वित: | 

| (11) He go Taaa संस्थाय ! योगासनकरद्रयम्‌ ॥ 
(द्वादशव लासप्पूर्ण:) er p Ms ; 
इच्छाज्ञानक्रियं चैव त्रिनेत्रं ज्ञानसागरम्‌ । 

महासदाशिव: प्रसन्तपञचविशकस्फुटाननं जटाधरं , 
मान० सुपञ्चसप्ततीक्षणं कपोलकुण्डलाङ्करितम्‌ । 
शतार्षेहस्तभूषितं वराभयान्वितं सितम्‌ , 

भुजङ्गभूषणं परं भजे महासदाशिवम्‌ ॥ 

पाञझुपतः अथ वक्ष्ये विशेषणे पाशुपतस्य लक्षणम्‌ । 
(i) अ० आ० समपादं स्थानकं स्याच्चन्द्रशेखरमूर्तिवत्‌ ॥ 
fart चतुभु ज॑ सौम्यमूध्वंकेशं महातनुम्‌ | 

अभयं शूलहस्तं च दक्षिणे तु करद्वयम्‌ ॥ 

वरदं चाक्षमालां च वामपार्श्वे „करद्वयम्‌ । 


प्रवालसदृश प्रख्प सौम्पनेत्राति शीतलम्‌ ॥ 
qanm गसंयुक्तं किचित्प्रहसितातनम्‌ । 


नित्योत्सवाग्र fari तत्स्थानकं वासनं तु वा ॥ 
(ii) frere अथ पाशुपतं वक्षे reped । 


चतुभुजं त्रिनेत्रं चा्यु्ध्वंकेशं महातनुम्‌ 
दक्षिणेऽभयकं शूलं कपालं वरदं WI 


` प्रवालसदृशप्रस्यं सर्वाभरणभूषितम्‌ ॥ 
रौद्रपाशुपतमूत्तिः तदेवार्तिसमं वर्णं रक्ताक्षं कुटिलश्रुवम्‌ । 
Fo आ० तीक्ष्णदंष्ट्रासमायुक्‍तं व्यालपरज्ञोपवीतितम्‌ ॥ 
ज्वालानलशिखाकारमतिरक्तवस्त्र धृक्‌ ] 


qa त्वधोमुखं धृत्वा कपालं वरदोद्घृतम्‌ ॥ 
अथवाभयं विना शूलमूलं घृत्वा तु तत्करे ॥ 
शूलाग्रं वरदेनैव गृह्य तिय्येग्यतोदुधृत्तम्‌ । 
दक्षिणे त्वपरे हस्ते zg खङ्गं च वामके । 
रौद्रं पाशुपतं ह्येतद्विलिलिङ्गै d पूजितम्‌ ॥ 
एतन्मूति TR घ्यावेत्सवंशत्रुविनासनम्‌ | 
एतत्तु रौद्रमूर्ति तु प्रतिमां तु न कारयेत्‌ ॥ Ee 


अन्यासु सौम्यासु शान्तासु च | 
` अधार्घनारीमूति तु वक्ष्येऽहं WU WU 


अर्धनारीरवरः e - पर 
चतुर्भुज वा दिभूज द्विविषं परिकोतितम्‌ ॥ 


(i) Ho siTe 
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सुस्थितं दक्षिणं पादमितरं कुच्चितं भवेत्‌ । 
arise पार्वतीरूपं दक्षिणेऽर्धं महेश्वरम्‌ ॥ 
अभयं परशुं सव्यहस्तो तत्तु शिवांशकम्‌ | 
qoqa च विन्यस्तं कूपर वामहस्तके N 
तद्यद्वामहस्तं तु कटकं पुष्पहस्तकम्‌ | 
द्विभुजे वरदं qd परहस्तं तु पुष्पधृक्‌ ॥ 
शिवस्याभरणं सव्ये वामे स्त्रीभूषणं सतम्‌ । | 
qaa दक्षिणे पावे वामे नारीपयोधरम्‌ ॥ | 
अथवा grat सव्यं वामपादं तु सुस्थितम्‌ | 
सब्यं शूलधरं हस्तं वामनं पुष्पधरं करम्‌ 
qui दक्षिणं हस्तं वृषमूध्नि तु कर्परम्‌ । 
कपालं दक्षिणे हस्ते वामहस्तं प्रसारितम्‌ ॥ 
दक्षिणे रौद्रदृष्टिस्स्यात्‌ वामपा्र्वे तु शीतलम्‌ । 
दुकूलं चोरुमध्यस्थं सव्यं गुल्फातमन्यकम्‌ ॥ 
एवं समासतः प्रोक्तमर्धनारीशवरं परम्‌ । 
| (ii) e कामि० sae वामभागं तु हरार्धं दक्षिणं वपु: | 
p सजटामकुटं दक्षं शक्यर्धाङ्कितमग्रजाः! ॥ 
करण्डमकुटं वाममलंकेन समन्वितम्‌ । 
ललाटं दक्षिणे भागे नयनार्धेन संयुतम्‌ ॥ 
पत्रं तु वामकर्णे स्याद्वालिकेनापि संयुतम्‌ । 
सनंक्रकुष्डलं सव्ये तं विना वाथ कारयेत्‌ ॥ 
सव्ये टङ्कारभये हस्ते उत्पलं वामगे Gg । 
देव्यध्यायोदितास्त्रं वा दर्पणासक्तलोचनम्‌ ॥ 
Sat स्तनोपेतं  चित्रवस्त्रपरिच्छदम । 
व्याध्राजिनाम्बरं सव्यपादं कुव्चितमिष्यते ॥ 
Seat वामचरणं नुपुरेणाप्यलङः कृतम्‌ । 
वाम मरकताभं स्याइक्षिणं मणिसन्निभम्‌ ॥ l 
चन््रशेखरवच्छेषं कतंव्यं हि मुनीश्वराः ॥ 
(ili) ge ato afama हरं चेव वामार्घे पारवती तथा । | 
ग दक्षिणं sfai पादं वामपादमृजु स्थितम्‌ ॥ | 
हरस्य दक्षिण हस्ते कूर्परं वृषके स्थितम्‌ | 
प्रकोष्ठ शुकसयुक्तं हरं परशुसंयुतम्‌ ॥ 
वामे कटकहस्तं तु दक्षिणे aqua स्मृतम्‌ | 
श्यामवणमुखां देवीं रक्तवर्णं हर॑ तथा ॥ 
व्याघ्रचर्भाम्बरं देवं पावंतीं क्षोमधारिणींम्‌ । 
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सबालेन्दुजटाभा रमैशमध तु दक्षणम्‌। 
उमाध बामभागे q सीमन्ततिलकालकम्‌ ॥ 
qaa ललाटे तु संयुवतं दक्षिणांशके । 
दक्षिणे कुण्डलं कर्ण वामकर्णे तू पत्रकम्‌ ॥ 
कुटिलं पालिकां वामे egaat च दक्षिणे । 
उत्पलं वामहस्ते तु केयूरकटकान्वितम्‌ ॥ 
उमांशे तु स्तनं कुर्यात्‌ वह्‌(बह्ना)कारधरं तु वा । 
श्रोण्यध॑ दक्षिणे शम्भोर्व्याध्चर्मकृताम्बरम्‌ ॥ 
surf agarad चित्रवस्त्रपरिच्छदम्‌ । 
नूपुरालड कृतं वामे सव्यपादं तु कुश्वितम्‌ ॥ 
आभङ्गेन तथा कुर्यात्सार्धनारीशवरं वपुः | 


अर्धं देवस्य नारी त कतंव्या शुभलक्षणा | 
अर्धे तु पुरुषः कार्यस्सवेलक्षणभूषितः ॥ 
ईश्वरार्घे जटाजूटं कतंव्यं चन्द्रभूषितम्‌ | 
sara तिलकं कुर्यात्‌ सीमन्तमलकं तथा ॥ 
भस्मोद्धूलितमर्ध तु अर्घं कुड कुमभूषितम्‌ | 
नागोपवीतिनं चार्धम्धं हारविभूषितम्‌ i 
वामार्थ तु ` स्तनं कुर्यात्‌ घनं पीनं सुवर्तुलम्‌ | 
उमार्धे तु प्रकर्तव्यं सुवस्त्रेण च वेष्टितम्‌ ॥ 
मेखलां दापयेत्तत्र वज्तरवे डू्यं भूषिताम्‌ | 
उध्वेलिद्ध॑ महेशार्धं सपंमेखलमण्डितम्‌ ॥ 
पादं च देवदेवस्य समपद्मोर्पार स्थितम्‌ | 
सालक्तकं स्मृतं वाममञ्जनेन विभूषितम्‌ ॥ 
त्रिझूलमक्षसूत्रं च भृुजयोस्सव्ययोस्स्मृतम्‌ | 
दर्पणं चोत्पलं कार्यं भुजयोरपसव्ययोः ॥ 
अर्धतारीस्वरं वक्ष्ये सुस्थितं दक्षिणाङ््ि,कम्‌ | 
grad वामपादं तु सर्वाभरणभूषितम्‌ ॥ 
वामार्धं पार्बतीरूपं दक्षिणार्धं महेश्वरम्‌ । 
अभयं mA दक्षहस्ते amid भूजम्‌ ॥ 
वृषस्य मुष्ति विन्यस्तकूर्षरं चार ver | 
पुष्पघूक्कटकं त्वन्यं चतुभु जमिदं स्मृतम्‌ ॥ 
अर्धनारीश्वरो देवःकथ्यते लक्षणान्वितः । 


दक्षिणं पुरुष्षाकारं वामं योषिन्मयं वपुः ॥ ` 


fags दक्षिणे हस्ते वामहस्ते च दर्पणम्‌ । 
gad ar प्रकुर्वीत केयूरवलयान्बिते U 
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कर्णे तू दक्षिणे नागं वामे कर्णे तू कुण्डलम्‌ । | 
जटाभारो दक्षिणे स्यादधंचन्द्राधंभूषित: ॥ | 
कुन्तलान्कबरीभारान्वामभागेन विन्यसेत्‌ । | 
ललाटे लोचनस्याध॑ तिलकार्धे प्रकल्पयेत्‌ ॥ | 
विशालं दक्षिणं वक्षो वामं पीनपयोधरम्‌ | 
द्वीपिचर्मपरीथानं दक्षिणं जघनस्थ लम्‌ ॥ | 
वामे लम्बपरीधानं कटिसूत्रत्रयान्वितम्‌ । | 
वामस्य दक्षिणं पादं पद्मस्योपरि कल्पयेत्‌ ॥ | 
ु तस्यार्धं च तथा वामं नूपुरालडकृतं लिखेत्‌ । 
(viii) अ० Jo , अधंनारीश्बरं॑ वक्ष्ये  उमादेहाधेधारिणम्‌ । 
वामाज़े वँ स्तनं कुर्यात्करणे वे ताडपत्रकम्‌ ॥ 
वालिकावामकर्णे तु दक्षिणे कुण्डलं तथा | | 
ggerd च माणिक्यं जटाभारं च दक्षिणे ॥ | 
अर्धे चेव fad रूपं सर्वाभिरणभूषितस्‌ । | 
पुरुषं दक्षिणे भागे कपालकटिमेखलम्‌ ॥ 

त्रिशूलं चाक्षसूत्रं च ,तदक्षिणकरोद्धृतम्‌ । 
कमण्डलुं दर्पणं च गणेशं वामतस्तथा ॥ 


गङ्गाधरः गङ्गाधरमहं वक्ष्ये संक्षैपाच्छ णु सुब्रत | 
(i) sro आ० सुस्थितं दक्षिणं पादं वामपादं तु कुञ्चितम्‌ ॥ 

दक्षिणे — qdged तु वरं देव्याननाश्रितम्‌ । | 

बामे तु पूवंहस्तेन देवीमालिङ्गनं कुर्‌ ॥ 

दक्षिणे परहस्तं तु जटाजाह्नविसंथृतम, | 

उष्णीषान्तं समुद्ध,त्य वामे कृष्णमुगं धृतम्‌ ॥ 

देवस्य ammi तु गोरी विरहितानना | 

सुस्थितं वामपादं तु कुञ्चितं दक्षिणं भवेत्‌ ॥ 

प्रसायं दक्षिणं हस्तं वामहस्तं तु पुष्पधृक्‌ | 

अथवा दक्षिणं हस्तं प्रकोष्ठं तियेगतं भवेत्‌ ॥ 

श्रोप्यधस्तात्तलं लम्ब्य वस्त्रं भृतमिवाकृतिः | 

भागीरथीं वक्षपारवे ऋषिभिः प्राथितेश्वरम्‌ ॥ 

गङ्गाधराकृतिह्थेवं ततो बै त्रिपुरान्तकम्‌ | 


(ii) so कामि० गङ्गाधरःप्रतिष्ठां लु seq तल्लक्षणान्विताम्‌ | 
; चतुभू जस्चिनेत्रश्‍च जटामकुटमण्डित: i! 
दक्षिणा भयहस्त स्थो५प्यन्षत्र कटकांमुख: | 

hg WW हस्तेन घृत्वैकां जटां गद्भासमन्विताम्‌ ॥ 


संस्थितस्तु प्रसन्नात्मा कृष्णापरशुसंयुतः | 
जटायुक्तकरोच्चं तु कणंस्योध्वे समं भवेत्‌ ॥ 
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तदन्तरं तु द्विमुखमाभङ्गेत समन्वितम्‌ । 
इन्दुशेख रवच्छेष कतंव्यं मुनिपुङ्गवाः ॥ 
देवस्य वामभागे तु देवीं कुर्यात्सलक्षणाम्‌ | 
कुर्याद्‌ भगीरथं देवं नाम्यास्थस्तनसी माम्‌ ॥ 
गलान्तं वाष्टतालेन विलम्बितजटान्वितम्‌ । 
वल्कलाम्वरसंयुक्तं हृून्मस्तककृताञ्जलिम्‌ ॥ 
द्विनेत्रं च द्विबाहुं तमेवं गङ्गाधरो भवेत्‌ । 
"qu faai च कपर्दमकुटान्वितम्‌ | 
अभयं दक्षिणं . हस्तं कटकं वामहुस्तकम्‌ |I 
कपर्दमकुटं तेन गृहीतं जाह्ववीयृतम्‌ ॥ 
वामदक्षिणहस्तो तु कृष्णापरशुसंयुतम्‌ | 
अभयं पूवेवत्प्रोक्तं कपर्दोपितहस्तकम्‌ । 
तस्य वामे भवानीं तु कारयेल्लक्षणान्विताम्‌ ॥ 


जान्वन्तं वापि नाभ्यन्तं भागीरथ्यास्तु मातकम्‌ । 
प्रलम्बकजटोपेतमुष्णीषं जल (मुष्णी षाञजलि? ) हस्तकम्‌ ॥ 


द्विभुजं च त्रिनेत्रं च वल्कलाम्बरसंयुतम्‌ d 
एवं गङ्गाधरं प्रोक्तं चण्डेशानुग्रहं AT l 
गङ्गाधरमहं वक्ष्ये सरवेलोकसुखावहंम्‌ | 
सुस्थितं दक्षिणं पादं वामपादं तु कुञ्चितम्‌ ॥ 
विडिलष्यं स्याज्जटाबन्धं वामे त्वीषन्नताननम्‌ | 
दक्षिणे पूर्वहस्ते तु वरदं दक्षिणेत (वामेन!) तु ॥ 
देवीमुपाश्रितेनैव देवीमालिङ्ग कारयेत्‌ | 
दक्षिणापरहस्तेतो द्ध, ATEN षसी मकम्‌ u 
स्पृशेज्जटागतां गङ्गां वामेन मुगमुद्धरेत्‌ | 
देवस्य वामपाइवें तु देवी विरहितानना ॥ 
सुस्थितं वामपादं तु कुञ्चितं दक्षिणं भवेत्‌ | 
प्रसार्यं दक्षिणं हस्तं वामहस्तं तु पुष्पधृक्‌ ॥ 
सर्वाभरणसंयुतौ सर्वालङ्कारसंयुतौ । 
भगीरथं दक्षिणे तु पारवे मुनिवरान्वितम्‌ ॥ 
अथ वक्ष्ये विशेषेण कल्याणसुन्दरं ततः। 
सुस्थित्तं वामपादं तु बक्षिणं कुञ्त्चितं भवेत्‌ ॥ 
दक्षिणं पूवेहस्तं तु गौरीदक्षिणहस्तधुक्‌ | 
वरदं वामहस्तं d परहस्तद्वयोस्ततः T) 
दक्षिणे परशु वामे qd कृष्णमृग परम्‌ । 
जटामकुटसंयुक्तं सर्बाभरणभुषितम्‌ ॥ 
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देहं प्रवालवर्णांभ॑ देवेशस्य विशेषत: | | 
wer श्यामतिभा देवी प्राग्वन्मानादिसंयुता ॥ 
उत्पलं वामहस्ते तु धृतं दक्षिणहस्तकम्‌ । 
शम्भो हस्तेत संग्राह्यं लञ्जालम्बानर्नान्विता ॥ 
पार्वेत्यतृगता श्रीभू स्सर्वाभ रणभूषिते । 
हस्ताभ्यां संस्पृशेदेते गौर्यास्तु wet द्विज ! ॥ 
देवाग्रे कारयेत्कुण्डे होमकमं प्रजापतिः । 
aia स्तनसीमान्तं प्रजेशस्योदयं भवत्‌ ॥ 
"purs चतुर्वक्त्रं सर्वाभरणश्ूषितम्‌ | 
कुण्डिका चाक्षमाला च वामदक्षिणतः परे ॥ 
wed qdegd! द्वौ धृतौ वामेतरौ क्रमात्‌ । 
उत्तराभिमुखासीनः पद्मपीठे प्रजापतिः ॥ 
प्रागग्रो देविदेवेशो देवी देवस्य दक्षिणे । 
दक्षिणाभिमुखो विष्णुर्होमस्योत्तरतस्स्थितः ॥ 
शम्भोर्वे नासिमान्तं श्रेष्ठायामं स्तनान्तकम्‌ । 
वयामवर्ण समभङ्गं agat परे Gigi 
हिरण्यकरकेणापः पूर्वं हस्तद्वयो रपि । 
UM वरदे हस्ते दद्यादुकपूर्वकम्‌ ॥ 
अनादिगोत्रसम्भूतस्स शिवः परमेश्वरः । 
आदिगोवामिमां गौरी तदेवास्माद्ददाम्यहम्‌ ॥ 
इत्युत्वा वरदे हस्ते दद्याद्‌ भवस्योदकं हरि: | 
अष्टविद्येश्ञलोक्रेशास्सिद्धयक्षगणादथः m 
ETT गन्धर्वा मातरब्चान्यदेवता: । 
तत्तच्छक्तिसमोपेता हृदये$ञ्जलिसंयुताः ॥ 
सम्भ्रान्तमनसोपेतास्संवीक्ष्प परितस्स्थिताः | | 
एवं कल्य।णमूस्ति अर्धनारीश्वरं तत: ॥ 


(ii) wo कामि० जटामकुटसंथुक्तरचन्द्राधकृतशेख र: । 
eM त्रिद्‌कूचतुर्भजरचेव नवयौवनगवित: ॥ 


समभङ्गयुतो देव: स्थानकस्थ: प्रकीतित: | 
सकुञ्चरसव्यसत्पादस्थितसव्येतराडिः sm: ॥ 
इन्दुशेखरहस्ताभपर हस्तद्ववान्बितः | 
जलसङ्ग,हणे . योग्यवरवामकरान्वितः ॥ 
स्वदक्षिणगृहीतो वा दक्षहस्तः 5सन्नधीः | 
पूवेवत्कथिंतं देव्या मग्नं विप्रोत्तमास्त्विह l 
देवीदृगास्यचिबुककक्षचचकमानता l 
'तद्देव्यपरभागस्था श्रीदेवी सर्वलक्षणे: 1! 
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युवता देविकटिस्पृष्टकरान्यामपि संयता। 
देवोच्चदशभागैकभागादेकादशावति lici 
भागमानयुतरड्याम: किरीटमकुटान्वित: । 
Raga हस्त।भ्यां qafa a ॥ 
तोयकुण्डिकयोपेतो विष्णुरेष उदाहृतः। 
ag दक्षिणं हस्तं धारापाताय कल्पितम्‌ ॥ 
हरेरुक्तप्रमाणेन ब्रह्माणमपि कारयेत । 


"qud चतुर्बाहु जटामकुटमण्डितम्‌ ॥ 
होमोन्मुखं प्रसन्नं तं कुद्धू मक्षोदसन्निभम्‌ । 
मांङजी मेखलयोपेतं सोपवीतोत्तरीयकम्‌_॥ 
वामेतरकरावूध्वौँ कमण्डल्वक्षधारकौ | 


वराभयकरी gat स्यातां तो दक्षिणेतरी ॥ 

सूचिपादक्रियो (सूचीपताकयो ) पेतावन्यौ तु कटकामुखौ | 

्रह्मरूपमितिख्यातं तथा पद्मासनस्थितम्‌ ॥ 

O देवस्याङ्ग,लमानेन द्वाविशत्यङ्ग,लो भवेत्‌ । 

अग्निकुण्डस्य . विष्कम्भस्त्रिमेखलयुतस्य च ॥ 

मेखलैकाङ्ग,ला प्रोक्ता प्रत्येकं मुनिपुङ्गवाः | 

aang लविस्तारद॑र्ष्या सा सप्तजिह्णकः ॥ 

पञ्चजिह्णायुतो वार्निः कुण्डमध्यथिस्तस्त्वयम्‌ | 

(iii) qe कार० सचन्द्राधंजटामोलिसोम्यं प्रथमयोवनम्‌ । 
चतुभु ज॑ fart च हारकेयूरभूषितम्‌ ॥ 

faded च क्षौमवस्त्रधरं JAN । 

.वासुकिः कुण्डलं काञ्ची तक्षको हारपुष्करम्‌ ॥ 

faa त्रिभडि गक कायं दक्षपादं तु कुञ्चितम्‌ । 

वरदं वामहस्तं तृ कृष्णापरशुहस्तकम्‌ ॥ 

EU: देवस्य दक्षहस्ते तु देवीहस्तं तू संयुतम्‌ । 
°: . 7 ` नास्यन्तं वापि चास्यान्तं हिक्कासूत्रसमं तु वा 
diate: पीतगण्डां च पीनस्तनसमन्विताम्‌ 


रुद्रांश वा 
आयामं तद्धरेः प्रोः 
तद्वसव 
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अजायाममिदं तस्य चतुर्भागैकभागता ॥ 
'अग्निज्वालोच्छुयं प्रोक्तं तस्यार्धं विस्तृतं भवेत्‌ । 
देवीलक्षणमेवं स्याल्लक्ष्म्याइच लक्षणं XN ॥ 
नागहस्तसमौ बाहू केयूरकटकोज्वलौ | 
शोभनाम्बरसंपञ्ना श्रोणी च विपुला तथा। | 
मेखला अक्षसूत्राझ्‌गा उमभापारइ्वेवगार्थता? | 

एवं लक्ष्पीस्समाख्याता विष्णुरूपमथोच्यते ॥ 


किरीरमुकु टोपेतं कटिसूत्रो दरबन्धनम्‌ | 
केयूरकटकं चंद यज्ञसूत्रसमन्वितम्‌ UU 
लम्बसूत्रसमायुकतं पीताम्बरस TATA । 


मकरकुण्डलोपेतं श्रीवत्सं वक्षसि स्थितम्‌ ॥ 
'शंखचक्रधरं कुण्डं हस्तद्वयेन धारिणम्‌। 
जलधारोन्मुखं किचिद्वक्रेणेव समायुतम्‌ ॥ 
faced — समाख्यातं ब्रह्मरूपमथ YT 
चतुभु जं (मुखं) चतुर्बाहुं कमण्डल्वक्षधारिणम्‌ ॥ 
यज्ञसूत्तोत्तरीयं तु जटामकुटसंयुतम्‌ । 
सव्यहस्तेऽक्षवालां च वामहस्ते कमण्डलुम्‌ ॥ 
wd दक्षिणहस्ते तु पताका वामहस्तके | 
अम्बुजासनकासीनं ब्रह्माणं होमसंमुखम्‌ ॥ 
एवं वेवाह्यमुद्दष्टमुमया सहितं श्रृणु । 
(iv) शिल्प? अथ कल्याणमूर्तेस्तु लक्षणं सर्वमद्गलम्‌ | 
2 ^ सुस्थितं वामपादं तु दक्षिणं कुञ्चितं भवेत्‌ ॥ 
दक्षिणं ` पूर्वहस्तं तु गोरीदक्षिणहस्तधृक्‌ | 
वरदं वामहस्तं तु परहस्तद्ये तथा i 
दक्षिणे परशु वामे तथा कृष्णमृगं परम्‌ | 
जटामकुटसंयुबतं सर्वाभरणसंयुतम्‌ ॥ 
देहं प्रवालवर्णाभं देवेशस्य विशेषतः” 
तत्र श्यामनिभा देवी प्रागवन्मानादिसंयुता ॥ 
उसलं वामहस्ते तु धृत्वा दक्षिणहस्तकम्‌ | 
शम्भोह॑स्तेन संग्राह्यं लज्जाभरणसंयुता |! 
पावंतीमनुगा श्री भू स्सर्वाभरणभूषिता | 
हस्ताभ्यां संस्पृशेदेवं गौरीमपि करद्वये |i 
देवाग्रे कारथेत्कुण्डे तत्र होमं प्रजापतिः | 
Teas स्तनसीमान्तं प्रजेशस्योदयं तथा ॥ 
चतुभुंजं चतुर्वक्त्रं सर्वाभरणभूषितम्‌ । 
प्रागग्रौ देविदेवेशो देवी देवस्य दक्षिणे ॥ 
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दक्षिणाभिमुखो विष्णुहमस्थोत्तरदिविस्थत: | 
शम्भाव नाभिसीमान्तं श्रेष्ठं स्तनतलोन्नतम " 
कन्यतं (सं?) तु तयोर्मध्ये पूर्ववन्नवध्स्म॒तम | 
व्यामवणसमायुक्तं शंखचक्रो परे करे॥ 
हिरण्यकरकेणाप ूर्वहस्तद्वयेन तृ । 
संगृह्य वरदे ह्स्ते दद्यादुकपूर्वकम्‌ ॥ 
अप्टलोकेशविद्येशास्सिद्धयक्षगणायदय Í 
RA गन्धर्वा मातरच्चान्यदेवता: 1 


तत्तच्छक्तिसमोपेता हृदयाञ्जलिसंयुताः | 
सम्भ्रान्तमनसोपेतास्संवीक्ष्प परितसिस्थिताः ॥ 
वृषवाहनमूति वृषवाहनमूर्तेस्तु लक्षणं वक्ष्यतेऽधुना | 
(i) sto आ० दक्षिणं सुस्थितं पादं वामपादं तु कुञ्चितम्‌ ॥ 


वृषस्य मस्तकोर्ध्वे तु न्यसेद्वै वामकर्परम । 
हिक्कासूत्रादधो विप्र ! कला वा हिनंवाद्ध_लम्‌ ॥ 
तस्मादासनसीमकं बृषस्योच्छ.यं ख्यातम्‌ । 
पक्षषोडशमात्रं वा नतं तत्सिहकर्णवत्‌ ॥ 
वक्रदण्डायूधं तस्मिन्‌ कल्पयेत्तु चलाचलम्‌ | 
ह्थिताङि, घ्रजानूध्वे सी माद्विवकासूतरान्तमुत्ततम्‌ ॥ 
कनिष्ठिकापरीणाहमग्र वकूत्रयान्वितम्‌ | 
लोहुजं दारुजं वाथ  वक्रदण्डवमाचरेत्‌ ॥ 
परहस्तद्वयोइचैव HST धरेत्‌ | 
ex दक्षिणहस्ते तु वामहस्ते मृगं धरेत्‌ ॥ 
जटामकुटसंयुक्तं जटाभारं तु लम्बितम्‌ । 
ज़टावन्धशिरों वापि कतृ रिच्छावशान्नयेत्‌ ॥ 
सर्वाभरणसंयुक्तं रक्ताभं रक्तवाससम्‌ । 
arated त्वुमादेवी दक्षिणे वा विशेषतः॥ 
सुस्थितं दक्षिणं पादं वामपादं तु कुञ्चितम्‌ | 
उत्पलं दक्षिणे हस्ते वामहस्तं प्रसारितम्‌ ॥ 
स्त्रीमातोक्तविधानेन उमादेवी तु कारयेत्‌ । 
वृषवाहुनमास्यातं तृत्तमूतिमय Xd 
(ii) ve कामि० वृषारूढ़प्रतिष्ठां तु वक्ष्ये तल्लक्षणानत्विताम्‌ | 
चतभ जस्त्रनेत्रस्त जटामकुटसंयुत: ॥ 
परशुरदक्षिणे हस्ते वामहस्ते मृगो Wags 
ूर्वदक्षिणहस्तस्तु कटको TATER ॥ 
eum सव्यप्रकोष्ठ तु विन्यसेद्वृषमस्तके । 
स हस्तो हंसपक्षो वा पतकाधोमुखस्तु वा ॥ 
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तन्मध्यमाङगुलाश्रेण नाभिसूत्रसमं भवेत्‌ । 
तस्यैवा दक्षिणे देवीं कारयेल्लक्षणन्विताम्‌ ॥ 
अस्य स्वदक्षिणे गौरीयुक्तो वा मूर्त्यपेक्षया । 
आयुधव्यतिरिक्तैरस्व CHET विपरीतकैः ॥ 
संयुक्तो वा वृषाख्ढस्त्वेवं मुक्तिप्रदो भवेत | 
पृष्ठस्थो वृषभः कार्यो देवजातूरुकोछ,यः ॥ 
मेढ़ान्तो नाभिसीमान्तरशेषं wd तु पूवंवत्‌ । 

[iii] go आ० ` वृषारूढमथो वक्ष्ये वृषभं पृष्ठतस्स्थितम्‌ | | 
उमारुद्रो स्थितौ कृत्वा कूर्परं वृषमस्तके ॥ | 
मृगं परशुसंयुक्तं wed — वृषवाहनम्‌ | 

(iv) शिल्प० दक्षिणं सुस्थितं पादं वामपादं तु We । 
बृषस्य मस्तकोर्ध्वे तु न्यसेद्वै वामकोपेरम्‌ ॥ 
तस्य दक्षिणहस्ते तु वक्रदण्डमुदाहूतम्‌ | 
कनिष्ठाङ्क,लिपरीणाहं मध्ये वत्रत्रयान्वितम्‌ ॥ 
लोहूजं दारजं वापि वक्रदण्डं प्रकल्पयेत्‌ । 
परहस्तद्वयोश्च॑वं cg ay न्यसेत्‌ ॥ 
जटामकुट्युक्तं वा जटाभारं तु लम्बितम्‌ । 
जटाबन्धशिरो वापि कतु रिच्छानुसारतः॥ 
सर्वाभरणसंयुक्तं रक्ताभं रक्तवाससम्‌ | 
qana तु वा देवी दक्षिणे वा विशेषतः ॥ 
सुस्थितं दक्षिणं पादं वामपादं तु कुञ्चितम्‌ । 

Dew i उत्पलं दक्षिणे हस्ते वामहस्तं प्रलम्बितम्‌ ॥ 

बिषापहारमूतिः, = अथातस्संप्र वक्ष्यामि विषापहरणेश्वरम्‌ । 

(i) Te कार० | चतुभु जं त्रिनेत्र च किचिहंष्टकरालकम्‌ ॥ 
जटारत्ननिभं विद्यात्‌ पूर्णचन्द्रनिभाकृतिम्‌ । | 
त्रिशुलं गण्डिकां चैव गोकर्णाकृति दक्षिणे ॥ ES 
कपालं वामहस्ते च वामे गौरीसमायुतम्‌ | à 
वामपाद तु शयनं लम्बितं सव्यपादकम्‌ ॥ 


महोक्षस्थं महाभीमं कालकूटविषाशनम्‌ | 
BUSHEY महाकालमाबध्य गौरिपाणिना ॥ 


व्याध्रचर्माम्बरधरं किकिणीमालयावृतम्‌ | 
वृरिचिकाभरणोपेतं सर्वाभरणभूषितम्‌ ॥ 
एवं महेरवरं ध्यात्वा प्रतिष्ठां साधकोत्तमः | 
(ii) श्रीतत्व० एकवक्‌त्रं त्रिनयनं जटामकुटसंयुतम्‌ | 


चतुर्बाहुं सुरक्तं aqi परशुधारिणम्‌ ॥ 
दक्षहस्ते गरं धृत्वा पानोम्मुखमदेक्षणम्‌ । 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


शेखरसूति 


चन्द्र 
(1) उ० कामि० 


(11) सु० आ० 


( १४७ ) 


वरदं वामहस्ते तु सर्वालळ्कारसंयुतम्‌ ॥ 
देवस्य वामपाइवें तु देवीं चेव तु कारयेत्‌ । 
इ्यामां द्विनेत्रं द्विभुजा त्रिभङ्धीं 
सव्यापसव्यस्थितकुञ्चिताडिघ्रम्‌ ! 
कण्ठे निपीडय स्थितसव्यलम्बां 
चिन्ताकुलामीइ्वरतुष्टिदात्रीम्‌ ॥ 
पीतवस्त्रां द्रिनयनां वाड्छितार्थफलप्रदाम्‌ । 
इन्दुमौलिप्रतिष्ठां तु वक्ष्ये लक्षणपूविकाम्‌। 
आपाद्य च शिलादीनि ते: कुर्य्यात्प्रतिमां गुरुः ॥ 
चतुर्भजस्त्रिनेत्रच समपात्स्थानके स्थितः । 
वराभसमा युक्त पूर्व॑स्थक रपल्लवः ॥ 
वरदं वामहस्ते स्यादभयं दक्षिणे करे। 
वरदं यदि तं कुर्य्यादथान्यस्सिहकणिकः n 
ऊरुस्पृष्टकरो वापि कटको वा विधीयते। 
मृगटङ्कुकरावन्यौ दोस्सीमान्तं व्यवस्थितौ ॥ 
yegi तु कर्णान्तौ कतेरीसंव्यवस्थितौ । 
पराङमुखौऽभिमुखो वा "TSS: पराङमुखः ॥ 
रत्नपत्रिकया वापि शह्कपत्रिकयापि वा। 
पद्मपत्रिकया वापि शोभितं वामकर्णकम्‌ ॥ 
स॒व्यं मकर्रासहाख्यपत्रकुण्डल कर्यृतम्‌ ॥ 
पृष्ठतः aigi केशवतिविलम्बनम्‌ । 
पाइवंयोर्बाहुमूलात्तु जटाग्राणां विलम्बनम्‌ ।। 
हारयुग्ग्रीवसंयु््तं तथा कणिकयान्वितम, | 
वक्षस्स्थलं प्रकर्तव्यं भुजाः केयूरसंयुताः ॥ 
सुपत्रवलयोपेतास्सवे रत्तोपशो भिता: । 
मुक्तादामविलम्बाइच तदग्रं मणिभूषणम्‌ ॥ 
कराग्रं कटकोपतेमङ्ग ल्यो मुद्रिकान्विताः ॥ 
छन्नवी रोत्तरीयोपवीतैस्सोदरबन्धनः । 
समस्तरत्नपाशाढयकृत्रिमाननदामभिः m 
संयुक्तकटिसूत्रोऽन्तः पादजालकसंयुतः | 
चन्द्रशेखर एवं स्याहेव्या च सहितो न वा ॥ 
सापीहामिन्नपीठा वा देवेनालिङ्भिताथवा | 
तयालिङ्ितदेवो वा अन्योन्यालिङ्गितस्ठु वा ॥ 
आलिङ्गनयुतो वा स्यान्निरालिङ्गोऽयवा मतः | 
aad तु d देवं मृग परशुधारिणम्‌ | 
कृतत्यम्बरधरं देवं Ti चन्द्रशेखरम्‌ ॥ 
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aus ), । 

| 
(111) qo कार० लिङ्गं च विष्णुरूपं च विना कुविन्दुशेखरम । 
श्रीतत्व ० अभयव रदहस्तं सौम्यश्रद्धारभाव॑ 
विपुलवदननेत्रं चन्द्रबिम्वांशमौलिम्‌ | 
ऋजुतनुसमपादस्थानक विद्रुमाभं 
हरिणपरशुपाणि प्मपीठोपरिस्थम्‌ ॥ 


श्यामां त्रिनेत्रां द्विभुजां fragt सव्यापसव्यस्थितकुञ्चिताङिः्रम्‌ | 

सव्ये तु नीलोत्पलचारुहस्ता देवस्य वामस्थितपद्मपीठाम्‌ ai 
केवलमूतिः अभयं दक्षिणं हस्तं वरदं वाममुच्यते । 
(1) अ० आ० वरदं वामहस्तं तु अधोमुखं प्रकल्पयेत्‌ ॥ 
qaqa कटिस्पृष्ट मेद्वाग्रान्तं तु dea | 
ऊध्वेवकूत्रं तू वरदं पृष्ठं नाभिसमोद्धृतम्‌ ॥ 
aia राजसं भावं कल्पयेद्‌ द्विजसत्तम! ॥ 
कर्तरी परहस्ते हो ट्क वे दक्षिणे करे। 
हरिणी च बाह्यवकत्रं वाम्यन्तरमुखं तु वा ॥ 
जटामकुटसंयुक्तं दक्षिणार्धेन्दुसंयृतम्‌ | 
वामेन्दुशेखरं वाथ प्रवालसद्शप्रभम्‌ | 
त्रिनेत्र सौम्यवदनं सर्वाभरणभूषणम्‌ ॥ 
पीताम्बरं तथा देवं सस्त्राग्रो नलकान्तगौ । 
उभयोः पारइ्वयोरेवमम्बरं तूरुमध्यगम्‌ ॥ 
केवलं गौरिसहिमालिङ्गं च त्रिधा भवेत्‌ । 
केवलं समपादं तु स्थानकं परिकल्पयेत्‌ ॥ 
अभयं दक्षिणं हस्तं वरदं वाममुच्यते । 
हरिणी वामहस्ते तु cx वै दक्षिणे करे ॥ 


loci 


(ii) शिल्प० 


पीताम्बरधरं देवं वस्त्राग्रे नलकान्तगौ | 
उभयोः पार्वंयोरेवं मध्यतश्चोरुमध्यगम्‌ ॥ 


. . ar | 
जटामङुटसंयुक्तं दक्षिणेधेन्दुशेख रम्‌ | | 
वामेन्दुशिसरं वाथ प्रवालसट्टुशप्रभम्‌ ॥ | 
नेत्रं सौम्यवदनं सर्वाभरणभूषितम्‌ । | 


सुखासनमूति: चतुभुजं fn च जटामकुटसंयुतम्‌ । 

(i) Yo का० अभयं दक्षिणं हस्तं वरदं वामहुस्तकम्‌ a 
कृष्णापरशुसंयुक्तं वामदक्षिणहस्तयोः | | 
wat दक्षिणं पादं वामपादं तु लम्बितम्‌ ॥ 1 

Y उमासहितवत्सव॑ स्कन्दगौरीविवजितम । | 

(11) शिल्प० २२ SU राजसं भावं भद्रपीठो dfi | | 
वामाङिध्रं शाययेत्पीठे दक्षिणा ड्घ तु लम्बयेत्‌ ॥ 
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आलिड्ुनमूत्ति: 


(1) अ० आ० 


(11) शिल्प० 


( १४९ ) 


जागतं (१) तु मुखासीनं प्रवालसदशप्रभम । 
fat तु प्रसन्नास्यं संपन्नं XT णैः ॥ 
व्याघ्राजिनवरोपेतं दुकूलवसनान्वितम्‌ । 
दक्षिणे quu वामे कृष्णं हस्ते समुद्धृतम्‌ ॥ 
अभयं दक्षिणे वामे कटकं सिंहकर्णवत्‌ । 
दक्षिणे मकराख्यं वा कुंडलं faga वा ॥ 
पत्रकुण्डलमन्यत्र वाप्रकणें विशेषतः । 
अथवा कर्णयुगले वृत्तकुण्डलकं न्यसेत्‌ ॥ 
जटामुकुटसंयुक्तं नानाभरणभूषितम्‌ । 
यज्ञोपवीतसंयुक्तं स्पंराट्कङ्कृणान्वितम्‌ ॥ 
एवं सुखासनं प्रोक्तं राजराष्ट्रसुखावहम्‌ | 
केवलं त्वेवमाख्यातं वामे गौरीसमायुतम्‌ । 
तद्गौरीसहितं ख्यातं भिन्नपीठंकमेव वा ॥ 
केवलं त्वेवमास्यातं वामे गौरीसमन्वितम्‌ । 
भिन्नपीठे विशेषेण तद्गोरीसहितं विदुः ॥ 
तदेव भङ्गसंयुक्तं देवीदेवौ परस्परम्‌ | 
देवो वरदहस्तेन देवी वै... पराश्रितम्‌ ॥ 
..-स्तनाभ्यन्तरे वामपादवेमालिद्धुनं कुरु । 
TMG वामबाहुमालिङ्गनं तु वा ॥ 
देवी दक्षिणहस्तेन झम्भोर्दक्षिणपाइ्वंतः | 
कटिसुत्रोपरि स्पृष्ट्वा पुष्पं वामकरे धृता ॥ 
अथवा प्राग्वदेवेशो देव्यास्त्‌ दक्षिणे करे । 
रक्तोत्पलं परिग्राह्म वामहस्तं प्रलम्बिता ॥ 
एवमालिङ्गमूत्तिं च त्रिवामार्गेण कल्पयेत्‌ | 
सर्वाभरणसंयुक्तं प्रभामण्डलमण्डितम्‌ ॥ 
चन्द्रशेख रमाख्यातं वृषारूढमथ श्युणु । 


देवो वरदहूस्तेन देवीं तत्पाश्व॑माश्रिताम्‌ । 
स्तनाभ्यन्तरे वामपार्वमालिङ्गनं कुरु ॥ 
पाइवंसुत्रात्पुरो वामबाहुमालिङ्गनं तु ar! 
देवी दक्षिणहस्तेन शम्भोर्दक्षिणपाइवंतः ॥ 
कटिसुत्रोपरि तथा वामे पुष्पघृता करे। 
अथवा प्राग्वदेवेशो देवी रक्तोत्पलान्विता ॥ 
करे तु दक्षिणे वामहस्तमात्रं प्रलम्बयेत्‌ d 


एवमालिङ्गमूति तु त्रिधा मार्गेण कल्पयेत्‌ ॥ 
qd पञ्चविधं प्रोक्तं चन्द्रशेख रमूतिनम्‌ | 
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( Quo y 
उमामहेश्वरः युग्मं स्त्रीपुरुषं कार्यमुमेशो दिव्यरूपिणौ 
(i) fao 9o ` अष्टवक्त्र लु देवेशं जटाचन्द्राधभूषितम ॥ 


द्विपाण fart देवीं सुमध्यां सुपयोधराम्‌ । 
वामपाणि तु देवस्य देव्यास्स्कन्धे नियोजयेत्‌ ॥ 
दक्षिणं तु करं शम्भोरुत्पलेन विभूषितम्‌ | 
देव्यास्तु दक्षिणं पाणिं स्कन्धे देवस्य कल्पयेत्‌ ॥ 
वामपाणो तथा देव्या दर्षणं दापथेच्छुभम्‌ । 
(ii) रूप० उमामहेश्वरं वक्ष्ये उमया सह IJH | 
मातुलिङ्गं fat च धत्ते दक्षिणे करे॥ 
आलिङ्गन्वामहस्तेन नागेन्द्रं द्वितीये करे। 
हरस्कन्धे उमाहस्तो दर्पणं द्वितीये करे॥ 
अधस्तात्‌ वृषभं कुर्यात्‌ कुमारं च गणेश्वरम्‌ । 
भङ्गिरिटि तथा कुर्यान्निर्मासं नृत्यसंस्थितम्‌ ॥ 


सोमास्कन्दः वक्ष्यामि सोमोमास्कन्दसुखेशस्थापनं परम्‌ । 
(1) उ० कामि० तल्लक्षणसमायुक्तं तच्चेदानी प्रकथ्यते ॥ 
चतुभ्‌ जस्त्रिनेत्रश्‍च जटामकुटमण्डित: । 
सर्वाभरणसंयुक्तो वरदाभयहस्तकः ॥ 


कृष्णापरशयक्तो ध्ववामेतरकरान्वित l 
असव्यसव्प्रकणस्थपत्रिकानक्रकुण्डळ ॥ 


सोपवीत: प्रसन्नात्मा शयितासव्यपात्तलः d 
सालम्बदक्षपादेन वामे गौर्या च aya ॥ 
सवंलक्षणसंयुक्तस्सर्वाभरणभूषितः 
वामे देव्या समायुक्तस्तदध्यायप्रसिद्धया ॥ 
_ ससोमस्सोम एव स्यातसोमास्कन्दविधिर्भवेत्‌ । 


ade uie pidas. 
c dtp ५ 


देवोच्चदशभागेकभागेनाथ द्विभागतः ॥ 
त्रिवेदभागर्वा कुर्यात्‌ स्कन्दं तन्मध्यमे गुरु: | 
E ्विनेत्रस्सद्विबाहुश्च करण्डमकुटान्वितः ॥ 4 
Hn : कर्णयोर्नक्तपिण्डेन सर्वाभरणभूषितः | 
पडी. FA | दक्षभागकरस्थाब्ज: प्रसारितकरोऽपरः ॥ i 
SY: १% í feag वाथ  नृत्तह्पयुतो$्थवा । 
कायत: देव्यर्संस्थितो वापि निष्पद्भूजकरोउथवा ॥ 


` आसीनो वा स्थितो वापि स्कन्दस्त्वेवं प्रकीतितः। 
| ` स्कन्दोमारहितस्त्वेष एवं era सुखासनः ॥ 
NET n सोसे च सोमास्कन्दे च सुखशे लक्षणं मतम्‌ | 


सुसौम्यवदनोज्वलाम्‌ | 
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कटकाख्यघरां वामे प्रसारितमथापि वा । 
उमावाहुस्तनान्तं वा मानं वै षण्मुखस्य तु ॥ 
कण्ठे QAMAR छन्नवीरसमायुतम्‌ । 
उमाशंकरयोर्मध्ये स्कन्दं वं बालरूपपिणम्‌ ॥ 
आसनं स्थानकं वापि वरदं कटकान्वितम्‌ | 
कृत्वा सुखासनं यद्वत्‌ पूर्ववत्परमेशवरम्‌ ॥ 
देवस्य मुखमन्वीक्ष्य किचित्‌ गौरीं तु कारयेत्‌ । 
अथ वक्ष्ये विशेषेण सोमास्कन्देशवरं परम्‌! 
सुखासतं crar प्रोक्तं तथा देवो विधीयते ॥ 
देवस्य वामपारवे तु पार्वती च सहासने। 
शाययेहृक्षिणं पादं वामपादं प्रलम्बयेत्‌ ॥ 
वरदं वामहस्ते तु दक्षिणे चोत्पलं करे। 


र्वाश्यामनिभा देवी सर्वाभरणभूषिता ॥ ` 


रक्ताम्बरधरा हारमकुटोज्वलान्विता | 
वामोरुबाह्ये पीठे तु वामहस्ततलं न्यसेत्‌ ॥ 
्रह्नदुत्पलसंयुक्तमन्यमेवं करोतु at 
देवीदेवेशयोमंध्ये स्थापयेत्स्कन्दमूतिनम्‌ ॥ 
केशान्ते वापिकोपेतं करण्डमकुटोज्वलम्‌ । 
उभयोहस्तयोः पुष्पं वामे वरदमेव वा॥ 
ace वाथ dam सिंहकर्णमथापि वा। 
ग्रथवा पुस्तकं दक्षहस्ते वामे पुरोक्तवत्‌ ॥ 


` कटिसूत्रयृतं Ti बाहुभूषणभूषितम्‌ ।. 


arate वा स्थितं वाथ तृत्तं वा स्कन्दमाचरेत्‌ ॥ 
qd चेत फलवद्वामहस्तमत्यत्र सूचिकम्‌ । 
अथवा वामहस्तं तु फलं त्यक्तूवा प्रसारयेत्‌ ॥ 
वक्ष्यमाणविधानेन स्कन्दनृत्तं समाचरेत्‌ । 
अनुग्रहम्‌ तिषु 

अथातरसंप्रवक्ष्वामि स्वेभूतहिंताय च । 
चक्रदानस्वर्पं तु श्रुणु ( ष्व ) शरवणोद्भव! ॥ 
त्रिनेत्रं चतुभ ज॑ शान्तं जटामकुटमण्डितम्‌ । 
वामपादं तु शायनं लम्बितं सव्यपादर्कम्‌ Il 
ze रथाङ्कं सव्ये च वर(दं) SAT तथा । 
बामे विष्णूसमायूवतं कृताञ्जलिपुटान्वितस्‌ ॥ 


वामे गौरीसमायुक्तमुत्तरे परमेष्ठिनम्‌ । 
सुर्वावयवसंयुक्तं सवेलक्षणसंयृतम्‌ ॥ 
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पद्मपुष्पं समभ्यच्यं हरिणा नेत्रपूजितम | 
प्रभामण्डलमध्यस्थं शिरश्चक्रसमायतम्‌ | 
एवं कल्प्य विशेषेण प्रतिष्ठां श्ण षण्मुख! | 
नन्दीशानुग्रहस्त्वेवं तह्द्विष्णुप्रसादकृत | 


हित्वा नन्दीश्वरं तस्मिन्विष्णुं तल्लक्षणान्वितम ।। 
सचक्राञ्जलिहस्तं च शह्लाब्जापरहस्तकम i 
कारयेहेव एष स्याच्चक्रदो विष्णुमूतिन: ॥ 
कारयेदैवमेवान्यप्रसादाभिमुखं शिवम i 
बिष्णुस्त्वीशपुरः स्थितोऽञजलिकरो देवस्य पादाब्जयौ- 
्संस्थाप्याक्षिलसत्सुमाल्यमनिशं पीताम्बरं कौस्तुभम्‌ । 
यस्तस्मै दयया परं पशुपति पद्माक्ष इत्याख्यया 
दद्धं कृष्णमृगं वरं च दधतं wad भजे ॥ 
नन्दीश्वरप्रसादे तू विशेषः कर्चिदिष्यते । 
fara द्विभुजं शान्तं कृताञ्जलिपुटान्वितम्‌ ॥ 
सुविकीर्णजटोपेतं जटामकुटकान्वितम्‌ | 
आभङ्गसहितं कुयर्यादागमश्र वणोन्मुखम्‌ ॥ 
नन्दीश्वरप्रसन्नं तु कारयेत्पू वंमानतः । 
अथातस्संप्रवक्ष्यामि विघ्नेशानुग्रहं परम्‌ । 
Wdusfed पुण्यं सर्वाभीष्टप्रदायकम्‌ ॥ 
aa विघ्नविना शार्थः कारयेद्वेशिकोत्तमः | 
PTT चतुभु ज॑ शान्तं कुण्डलाभरणोज्वलम्‌ ॥ 
बकपुष्पसुकेशं च स्तबकं चूलिकाकृतिम्‌ । 
बकपत्रसमायुक्तं बकपुष्षसमन्वितम्‌॥ 
Tes चेव स्तबकेत परिप्लुतम्‌ | 
अङ्क रां त्वक्षमालां च भसितं वरदं तथा ॥ 
वामे गौरीसमायुक्तं सव्यभागे गजाननम्‌ । 
गजाननस्य काले तु भसितं धार्यपाणिना ॥ 
दिव्यच्छन्र समा युक्तं सर्वावयवसुन्दरम्‌ । 
एवं संकल्प्य विधिवत्प्रतिष्ठां कारयेत्ततः ॥ 
चतुभुज॑ त्रिनेत्रं च जटामकुटसंगरुतम्‌ | 
सर्वाभरण संयुक्तं दिव्याम्ब रसमावृतम्‌ ॥ 
अनुवाणयुत॑ खतं कृष्णापरशुसंयुतम्‌ | 
उपवीतपमायुक्तं समभङ्गतनुं कुरु ॥ 
वामे गौरी समायुक्तं दक्षिणे त्वजु'नं [स्थितम्‌ | 
एकवक्‌त्रं विनयनं जटामकुटसंयुतम्‌ | 
सर्वाभरणसंयुक्तं ङ्ृताञ्जलिपुटं स्थितम्‌ ॥ 
अथवक्ष्ये विशेषेण चण्डेशानुग्रहं परम्‌ । 
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उमासहितवत्सव वामे किचिन्नताननम ॥ 
दक्षिणे eri वज्य तद्धस्तं वरदं भवत | 
वास तु कटक वर्ज्यं तं यस्त्वा चण्डमूर्धनि ॥ 
हृदये$ञ्जलिसंयुवतरचण्डेशो भवितसंयुत: । 
आसीनः पमपीठे तु चण्डेशस्स्वर्णसन्निभः ॥ 
देवी देवेशयोर्मघ्ये स्कन्दमूतिं विना बुधाः | 
चण्डेशानुग्रहं ख्यातं दक्षिणामतिङच्यते ॥ 
चण्डेशानु गह देव मुमार्कन्दवदाचरेत्‌ । 
वाम (मे? ) किचिन्ततं चास्यं दक्षिणे त्वभयं विना॥ 
तद्धस्ते वरदं कार्यं वामे तु कुटं(कटक? ) विना। 
चण्डेशमूष्ति विन्यस्य तद्धस्तं करुणान्वितम्‌ u 
हृदयेङजजलिसंयुक्तरचण्डेशो भक्तिसंयूतः | 
आसनावमस्त्वपासीनो भक्तिमान्‌ स्वर्णसन्निभः ॥ 
नत्तमृत्तिषु 

नत्तमष्टरातं भेदं तेष्वादौ नव उच्चते । 
उत्तमं दशतालेन सर्वाङ्गं परिकल्पयेत्‌ ॥ 
ऊर्ध्वं कुक्षि स्पृशेत्ूर्वसूत्रमेवं प्रकल्पयेत्‌ । 
ततपूत्राट्टोलबा ह्वग्रमर्थाधिककलाङ्भ AT ॥ 
तस्मादपरवाह्हग्रं TI लमुदाहतम्‌ । 
तस्मादग्निकराग्रान्तं साप्टत्रिशाङ्ग.लं तु वा ॥ 
हिक्कासूत्रसमोद्ध,त्य तद्धस्ते मध्यमाग्रके d 
तेद्धस्ततलमध्ये वा मध्याङ्गलाग्नपर्वके ॥ 
मध्यपवेऽथवोद्ृत्य त्वनलं ` पात्रसंयुतम्‌ | 
पात्रं विनाऽथवा त्वग्नि पंञ्चाँशं विस्तृतं भवेत्‌ ॥ 
दक्षिणे पूर्वूत्रात्तु agi विशदङ्गःलम्‌ । 
तस्माडडमरुके हस्ते मणिबन्धस्य बाह्यकम्‌ ॥ 
अष्टविशतिमात्रं वा त्रिशदद्भ,लमेव वा। 


दक्षिणे ga तु अभयं परिकत्पयेत्‌ ॥ 
तन्मध्यमाङ्गलाग्रं तु हिक्कासूतसमोद्धृतम्‌ | 
अभये प्रकोष्ठमध्ये भृजङ्गवलर्यं AA ॥ 


प्रकोप्ठमध्यनाहस्य सपादं तस्य DW 
तहीर्घादुपरिख्यातं फण भान्वङगुल भवेत्‌ ॥ 
सप्ताङ्ग लविशालं तु घनं eng भवत्‌ । 
पुरस्स्थितान्समीक्ष्य तु जिह्वाद्वयसमन्वितम्‌ ॥ 
ggasi ह्येवं कल्पयेल्कल्पवित्तमः | 


उदधताड श्रेस्तु जानूध्वेनाभिसुत्रसम e T 
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सुविकीर्णजटाभारं पञ्चषं सप्त एव वा। 
रुद्रसंख्याथवा विप्र! उभयोः ` पाइवंयोस्तथा ॥। | 
जटाभार॑ पुष्पमाल्येरलड कृत्य विशेषत: । | 
नागं चैवाकेपुष्पं च दुधू र(धुस्तूर) कुसुमं तथा N 
हसितशीर्षकं चैव PAA रत्नवन्धितम्‌ | 
भूषयित्वा तु मकुटे दक्षिणऽर्धेन्दुशेखरम्‌ ॥ | 
सिन्दूरालङ कृतो रस्कमक्ष मालावलस्बितम्‌ । i 
भस्मोड्लितसर्वाङ्खं किचित्प्रहसिताननम्‌ 1 | 
यज्ञोपवीतसंयुक्तमुरस्सुत्रसमन्वितम्‌ l 
व्याघ्री AA EAC TAA ST AT सानकम्‌ ॥ 
पादौ नूपुरसंयुक्‍तौ सर्वाभरणभूषितः । 
हस्तपादाङ गुलास्सर्वे रत्नहेमाङ्ग,लीयकाः ॥ 
मध्याङगुला विवर्ज्यास्तु शेषास्तु मुद्रिकान्विताः d 
दक्षिणं कुञ्चितं पादमपस्मारोपरि स्थितम्‌ ॥ 
त्रिय्येकपादतलं न्यस्त्वा नृत्तं कुर्य्यान्महेश्वरः । 
वामपादं ततोद्धृत्य तिर्य्यक्‌ तहृक्षिणानुगम्‌ ॥ 
डोलहस्तमथावरत्यं त्वपस्मारमथोच्यते | 
शम्भोस्सव्ये शिरः स्थाप्य वामे पादौ विकीर्णको ॥ 
तन्मुखं तु समुद्धुत्थ व्याललीलासमन्वितम्‌ | 
व्यालं वै वामहस्ते तु दक्षिणं तस्य मुद्रया ॥ 
तस्य इयामनिभाकारमपस्मारं द्विजोत्तम ! । 
तस्य पा्व्वेऽप्युमादेवीं प्रागुक्तविधिना कुरु ॥ 

ESIE इदं स्यात्प्रथमं ad सर्वलोकहितावहम्‌ | 


10) S Cate नृत्तमूर्तिप्रतिष्ठां तु वक्ष्ये तल्लक्षणान्विताम्‌ | 
चत्‌भू जस्त्रिनेत्रश्‍च संविक्रीणेजटायुतः ॥ 
जटामकुटसंयुक्‍तो वक्रनागफणावृतः | 


पृष्ठगाः mamaa: पञ्चाद्येकेकवृद्धितः ॥ 
त्रिशत्संस्यावसानास्स्युज टास्तास्सान्तरालकाः । 
चुस्तूरारगवधारकादिपुष्पयु क्तास्सपिङ्गलाः b 
कृताञ्जलिपुटोपेतजाह व्या दक्षिणस्थया । 
बालचन्द्रेय संयुवतो वामपाईवंस्थितेत च ॥ 
युक्तो वकुलमालाभिमु क्तादामोरगादिभिः | 
व्याघ्राजिनाम्बरो  दौप्तस्सर्वाभरणभूषित: |! 
वामदोर्मूलमालम्बिद्वीपिचर्माम्बरान्वितः l 
दिव्याम्बरान्वितो वापि मृगाजिनयुतो$पिवा ॥ 
कस्थब्रह्मकपालेन पुष्पैरलङङृतः | 
धृतवा राहत (द?) न्ताग्रश्‍शाद लनखकच्छप: t 


| 
à 
i 
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शाह्विकम णिमिः प्रोतमालया हृदि भूषित:। 
स्थितो दक्षिणपादेन वामेनोपरिवर्तिना॥ 
कुञ्चितावर्तमानाङ्ि,सुप्रसारितसत्करः | 
अम्विकामुखविम्बाब्ज भ्रमरीकृतलोचन: u 
आबद्धर्किङ्टिणीयुक्तस्तदवन्तूपुरशोभितः i 
वामदक्षिणकर्णाढ्यपत्रिकानक्रक्रुण्डल: T 
| दक्षाभयकरस्थेन भुज ङ्गेनोत्फणेन च । 
! वामापरकरस्थेन वहिना दक्षकेन तु ॥ 
डिण्डिमेन समायुक्त उपवीतेन संयुतः । 
गोक्षीरधवल प्रख्य Mas लभद्भयुक्‌ ॥ 
नानासपंसमायुक्तस्त्वपस्मारोपरि स्थित: । 
मूर्ध्नो ललाटदक्षस्थं नासादक्षपुटस्थितम्‌ ॥ 
नाभेदेक्षिणतो गुल्फमध्ये सुत्रं प्रसारयेत्‌ । 
ललाटमध्यं gard द्विमात्रमिति कीतितम्‌ ॥ 
हिक्‍्कासूत्र दरयो मेध्ये तिमात्रमिति कीतितम्‌ । 
श्रोणिवामो रसंस्पृष्टं तत्सूत्रमिह संमतम्‌ ॥ 
सूत्रगुल्कद्रयोमंध्यमेका ङ्ग लमिति स्मृतम्‌ | 
qafa नतजान्वन्तं भातुदिङनन्दमात्रकम्‌ | 
तत्युवाद्वामपृष्ठान्तं सप्ताधिकदशाद्ध.लम्‌ | 
| तत्सूत्राट्ठामजान्वेकचत्वारिशदशा ङ्ग ,लम्‌ il 
| सुत्राहक्षिणतः वुक्षिरण्टाङ्ग,ल उदाहृतः | 
qa सब्पकृक्षिस्तु रव्याङ्गल इति स्मृतम्‌ ॥ 
उरो क्षि णत ससूत्रं सप्ताधिकदशाङ्ग,लम्‌ | 
यूत्रात्तद्वामभाग q नवमातवरमुदाहूतम्‌ ॥ 
सूत्रात्तु वामकण्ठस्तु पञ्चाङ गुल उदाहृतः | 
सूत्रास्तु दक्षकण्ठे तदूभाग इत्यभिधीयते | 
| सूत्रातु वामबाह्वन्त a गुलक्ष यसयुतम्‌ । 
अथवान्यप्रकारेण सुत्रपातोऽभिधीयते ॥ 
कनीनिकान्तं aed: EAE: | 
नाभेदच दक्षवामान्तं स्थिताड AY ल्फमध्यमम्‌ ॥ 
स्पृष्ट्वा यत्पतितं सूत्रं ep 
qmumgd पड्चमात्र क त्रिमात्रकम्‌ ॥ 


i { तु कक्षगम्‌ । 

aga तिथिमात्र स्यान्नवमात्र तु T | 

मध्योदरेऽष्टमात्रं स्यात्‌ श्रोणी विश्वाड गुलेन च ॥ | 
स्याद 2 

कटिस्तिथ्यड गुलेन स्यादन्य षष्टिमात्रक | 
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सप्ताझ गुलं सुखं नेत्र कण्ठस्स्याद्रसमात्रकम्‌ | 
बाह्वन्ते तु त्रिमात्रं स्यात्कक्षान्ते विश्वमात्रकम्‌ ॥ 
मुन्यझगुलं भवेत्कुक्षौ श्रोण्यां स्थाद्युगमात्रकम्‌ । 
कट्यां च AAA स्याज्जानुरष्टाङगुलं भवेत्‌ ॥ 
पादाग्रे मुखमात्रं स्यादेवं बुद्धवा समाचरेत्‌ । 
स्थितजानुसमं विद्याद्वतिताङध्रेससमुच्छुयम्‌ ॥ 
तत्पाषिणजान्वोद्विमुखद्वचन्तरं परिकीतितम्‌ । 
श्रोणीसमुच्छुयं वामजानोरुद्धरणं सतम्‌ ॥ 
तदूरुमध्यान्ताभेरच अन्तरं TINAPA | 
तज्जानोदंण्डहस्तस्य मणिबन्धान्तरं मनुः ॥ 
तस्मादभयहस्तस्य मणिबन्धो रसाङगुल : 
तस्य चाञ्,ष्ठमुलान्तात्स्तनाक्षद्यन्तरं मतम्‌ ॥ 
तद्दोस्समं तलोच्चं स्यात्तदवाह्वोमेध्यमात्पुनः d 
सप्तादशाङगुलं विद्याहण्डहस्तस्थ कूर्परम्‌ ॥ 


yara सार्निहस्तोच्चं सोग्निः षञ्चाङगुलोच्छयः । 
विस्तारः कोलकस्तस्य शिखाभिस्तिसृभियु त: ॥ 


धृताडमरुको हस्तो कर्णोच्चादङगुलोऽधिकः । 
साग्नि डमरुकायामो भूतैस्तु मुखविस्तृतिः ॥ 
कोलको मध्यविस्तारः परितस्सूत्रयन्त्रितः । 


एकजिह्वासमायुक्तो गम्भौ रध्वनिसंयृतः ॥ 
बाह्वोस्तु मणिबन्धान्तं चतुस्त्रिशत्तथापरम्‌ | 
अपस्मारोच्छूयं भानुरुद्रनन्दाष्टमात्रकँः ॥ 
देवस्य वकूत्रमानेन स्यादपस्मारमानकम्‌ । 


IRAT समारम्थ पञ्चवकत्रावसानकम्‌ ॥ 
'वकत्रार्धमानवृद्धया तु सप्तमानमुदाहृतम्‌ | 
चतुस्तालेन कतंव्यमपस्मारो द्विजोत्तमाः! ॥ 
उष्णीषात्पादपर्यन्तं षडष्टांशं विभाजयेत्‌ | 
उष्णीषात्केशपयंन्तं कोलकं चेति कीतितम्‌ ॥ 
केशान्ताद्धनुप यन्तमष्टभागमिति स्मृतम्‌ l 
गलमर्धाडंगुल॑ प्रोक्तमध्यर्ध: कर्णं उच्यते ॥ 
षडडङगुल इति ध्रोक्तो हिक्कादिहृदयान्ततः | 
Ta तस्मान्नाभ्यन्तं षडङगुलमिति स्मृतम्‌ ॥ 
तस्मात्तु मेढ्मूलान्तं कौशिकाङगुलमुच्यते । 
ऊर्वायामं qo सप्तांशा जानूत्सेधो द्विमात्रकः ॥ 


जङ्घायामस्त्‌ सप्तांशः पादोत्सेधो द्विमात्रकः | 
fea ma उर्ध्ववकत्रस्त्वधोमुखः ॥ 
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व्यालं वै वामहस्ते तु तस्य qui तु दक्षिणे । 
MATISSE भङ्गी सव्यपा्वंशिरोयूतः ॥ 
देवस्य वकृत्रमानेन MAAMA उच्यते । 
| द्विभुजा च त्रि (द्वि? ) नेत्रा च करण्डमकुटान्विता t 
| सर्वाभरणसंगरुक्‍ता कृता ञ्जलिपुटान्विता | 
ऊद्ध्वेभागादधोभागं तोयाकारेण कारयेत्‌ ॥ 
गद्भादेव्यानया देवस्संयुक्तो वा विवजितः। 
प्रभावकाशं विस्तारो दशाधिकशाताङगुलम्‌ d 


सर्प्तात्रिशच्छतायामत हूण्डो भागविस्तर्‌ः । ET 
l एकाद्यदरापर्य न्तमात्रैरूनाधिकापि वा I E, 
| दरूघडगुलादडगुलर्ध्या तु बालचन्द्रस्तु सप्तधा । Pe 
| तद्शात्पादवंगां. देवी कल्पयेत्तद्रिधानत: ॥ Ee 


कुर्याद्भृङ्गिरिटि वाथ भद्रकालीमथापि वा। 

भुजद्भत्रास आख्यातो भृजङ्गललितस्तथा ॥ 

भुजङ्भत्रासवत्सर्वं विशेषः कर्चिदस्ति हि। 

sagga तलं कुर्यात्स्ितजानूर्ध्वंतः क्रमात्‌ ॥ 2 

द्विमात्रं वा त्रिमात्रं वा चतुर्मात्रमथापि वा | प 

भूजद्ध ललितः ANARA इहोच्यते ॥ 

भुजङ्गत्रासवत्सर्वं विशेषस्तत्र चोच्यते । 

| sad दक्षिणं पादं वामपदं तु वा नयेत्‌ ॥ 

स॒ पादो देहमध्यस्थ ऊर्ध्वंपादतलान्वितः | 

चतुभु जोऽष्टहस्तो वा नानादिव्यास्त्रभूषितः ॥ 

झिलादिद्रव्यमासाद्य कुर्यादेवं नटेइवरम्‌ । 

(iii) Jo sme नृत्तार्धोदतवामाङिध्रजानुनामिसमोत्थितम्‌ 0 | 

TAG Aa जानु जान्वङगुष्ठसमोद्धृतम्‌॥ 

gar वामहस्तं च दण्डव adaki | 

अभयं दक्षिणं हस्तं शेषं डमरूकान्वितम्‌ ॥ 

कण्ठसीमान्तमुद्धुत्य यथाशोभं 

amas वामहस्तं तु वाहुसीमान 
पादाधस्स्थमपस्मारं qd: 

धुस्तूरकं करोटि च 
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मौलेदंक्षे तु ुर्तृरमर्धचन्द्रसमन्वितम | 
दक्षिणे तु जटाग्रे तु जाह्ववीमभिवन्दिताम || | 
पत्रं तु वामकर्ण तु दक्षिणे नक्रकृण्डलम्‌ 1 
सर्वाभरणसंयुक्तमुषवीतसमन्वितम्‌ ॥ 
व्याघ्राजिनाम्बरोपेतं पादकिङ्किणिशोभितम्‌ | 
गजत्प्रसारितं वामे दक्षिणेऽभ हस्तकम्‌ ॥ 
डमरुं सव्यहस्ते तु afgd वामहस्तके । 
वक्रं तु दक्षिणं पादमपस्मारोपरि स्थितम्‌ ॥ 
उद्धतं वामपादं तु पादाग्रं दक्षिणानुगम्‌ । 
ललाटमध्यं दक्ष तु हित्वा सार्धाष्टकं यवम्‌ ॥ 
तस्मात्तु लम्बयेत्सूत्र दक्षनासापुटान्तकात्‌ | 
दक्षिणाडघ्रेस्तु गुल्फस्य मध्यमादेव पातितम्‌ ॥ 
तत्युत्रकक्षयोमंध्ये ऊसुस्स्मृत्यङ्ग,लं भवेत्‌ । 
तत्सूत्रकक्षयो रन्तर्वामो रोर्वसुमात्रकम्‌ ! 
तत्सुताहक्षिणे ग्रीवा qsg लमिति स्मृतम्‌ । 
तत्सूत्राद्वामके ग्रीवा गुणाङ्ग_लमुदाहृतम्‌ ॥ 
तत्मूत्राहक्षिण नाभेद्व्यन्तरं चाज्भ ai भवेत्‌ । 
तत्सृत्रान्मेढ्मूलान्ताद्वामभागमिति स्मृतम्‌ ॥ 
वामा स्फिक्पिण्डिका सूत्रात्सप्तानाम ङ्क_लं भवेत्‌ । 
ततसूत्राद्वक्रपादस्य जानुकं तु दशाङ्गलम्‌ ॥ 
दक्षिणे बाहुसीमान्ताद्धिक्का सूत्रस्य मध्यमम्‌ । 
(यबद्वयसमाथुक्तं विशदङ्ग लं चेति कीतितमू) u 
यवद्वयाधिकं ,विशदद्ध लं चेति कीतितम्‌ । 
eer समारभ्य दोस्सीमान्तं तु वामके ॥ 
WEIS सप्तादशाङ्ग.लं भवेत्‌ | 
नाभे्दक्षिणके कुक्षितारं भागमिति स्मृतम्‌ ॥ 
नाभेवामे तु कुक्षौ च तारं त्रयोदशा ङ्क AF । 
वरदारिनिधरं हस्तं दोस्समं चेति को तितमू | 
शरमात्रं पावकोत्सेधं विस्तारं तु TUG Ay | 
त्रिशिखाभिस्समायुकतं कल्पयेत्तलमध्यमे ॥ 
Tees मणिवन्धाच्च चतुस्त्िशदङ्ग ल॑ भवेत्‌ | 
डमर्कोपेतहस्तं तु सूचीहस्तमिति स्मृतम्‌ 
तत्सूचिहस्तकस्यो ध्वं कर्णोध्वेस म मुच्यते । 
Tate मणिबन्धा च चतुविंशदडगुलं भवेत्‌ ॥ 
वामाङ'ध्रै श्चैव जानूर्ध्वं नाभेस्तु सममुच्यते | 
वामाङध्रे: पाष्णिकाधश्‍च वक्राडघ्रेर्जानुकोपरि ॥ 
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तत्समं त्विति विज्ञेयं तत्पार्ष्णेर्जानुकान्ततः | 
चतु स्त्रिशतिमात्रं gaat चेति कीतितम्‌ ॥ 
सणिबन्थकजान्वोइच gaat तु यवं भवेत्‌ । 
दोर्मूलान्तसमं चैव अभयाग्रं प्रकीतितम्‌ ॥ 
मणिबन्धकबाहोरच aat तु यवं भवेत्‌ 
तस्य कूर्पेरमध्ये तु व्यालं तत्रैव विन्यसेत्‌ ॥ 
चूचुकं नाभिकामूला द्रचन्तरं तु यवं भवेत्‌ । 
सव्यस्य वामसुत्रस्य मध्याद्वै पार्द्वयोस्तयोः d 
वामबाहुद्दयोमंध्ये शार्दू लाजिनकं न्यसेत्‌ । 
न्रिवक्रायाममानेन अपस्मारं तरः कुरु ॥ 
चतृस्तालप्रमाणेन भूतरूपेण कारयेत्‌। 
तस्यव वामपादे तु देवीं कुर्यात्‌ सलक्षणम्‌ ॥ 
भुजङ्गत्रासमेवं तु भिक्षाटवमथ A 


(v) शिल्प० २२ नृत्तमष्टाशतविधं तत्रादौ नव कथ्यते। 
भानुरूद्रदशांदां वा तुङ्गं नृत्तनतं भवेत्‌ ॥ 
हिक्कासमानमुञ्चम्य दक्षहस्ताङ्ग_लाग्रकम्‌ । 
तद्वस्ततलमध्ये वा मध्यमाङ्ग,लिकाग्रके ॥ 
तन्मध्यपवंगं वाथ afg पात्रगतं तु a! 
पात्रं विनाथवा कुर्यादपरे डमरू तथा ॥ 
दक्षिणे त्वन्यहस्ते स्यादभयं पूर्वंमुक्तवत | 
अभये प्रकोष्ठमध्ये तु भुजङ्गवलयं न्यसेत्‌ ॥ 

| डोलायमानं तद्वामहस्तं कुर्याद्यथोचितम्‌ । 

| स्थिताडिघ्रजानोर्वामाङिघ्रज।नुनीव्रं कलाङ्ग.लम्‌ ॥ 
| सुविकीर्यं जटाभारं नानानागविचित्रितम्‌ । 
करोटिक़ाभिर्धृत्तरकुसुमैरच prar: ॥ 
भूषितं मुकुटं कुर्यात्‌ दक्षिणोरवेन्दुशेखरम्‌ | 
सिन्दूरालङकृतोत्तंसमक्षमालावलम्बितम्‌ u 
भस्मधूलितसर्वाडध किचित्प्रहसिताननम्‌ । 
यज्ञोपवीतादियुतं व्याघ्रचर्माम्बरान्वितम्‌ ॥ 
दक्षिणं कुञ्चितं पांदमपस्मारोपरि स्थितम्‌ । 
चतुस्तालेन कतंव्यमपस्मारं प्रमाणतः ॥ 
शम्भोस्सव्यगतं तस्य शिरः कुर्यादधोमुखम्‌ | 
पादौ विकीर्य हस्ताभ्यां व्याललीलामरुदान्वितम्‌ ॥ 
व्यालं वै वामहस्ते वा दक्षिणं मुद्रयान्वितम्‌ | 
सस्यश्यामनिभं कुर्यादपस्मारं विशेषतः N 
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पद्मपीठमधः कुर्यात्कलाङ्ग ,लसमुच्छयम्‌ । 
तच्चतूर्गृणविस्तारं प्रभामण्डलसंयुतम्‌ ॥ 


रविमण्डलवृत्तं तू प्रभामण्डलमत्र तु । 
तत्र वामेऽप्युमादेवीं प्रागुक्तविधिना कुरु ॥ 
एतत्स्यात्प्थमं तृत्तं सर्वेलोकहितावहम्‌ । 


e 


द्वितीया तदेव दक्षिणे ma जटाग्रे maA भवेत्‌ । 
(i) अ० ato ्त्रीमानोक्ता ङ्गसम्पूर्ण हृदयेऽञ्जलिसंयुतम्‌ ॥ 

एवं जाह्ल॑विसंयुक्तं नृत्तं यत्तद्‌द्वितीयकम्‌ | 
(ii) शिल्प? ` तदेव दक्षिण पाश्वे जटाग्रे जाह्नवी भवेत्‌ । 


शम्भोरुच्चाद्ग,लेनैव पोडशाङगुलमुन्ततम्‌ ॥ 
स्त्रीमानोक्ताङ्गसम्पूर्णा हृदयेऽञ्जलिसंयुता | 
एवं जाह्वविसंयुक्तं नृत्तं यत्तद्‌ द्वितीयकम्‌ ॥ 


तृतीया तदेव वामपादं तु अपस्मारोपरि स्थितम्‌ । 

अ० आ० उदूतं दक्षिणं पादं वामात्तृङ्गं प्रसारयेत्‌ ॥ 

: शेषं प्रागिव कर्त्तव्यं qi `` तुस्तृतीयकम । 

AG चतुर्थी सुविकीर्णजटाभारं जटामुकुटमण्डितम्‌ i | 
र (1) se आ० जटामुकुट (मण्डल? ) संयुक्तं शेषं प्रथमनृत्तवत्‌ ॥ 
चतुर्थं नृत्तमेतत्स्यात्‌ सर्वेप्राणिहितावहम्‌ | 

hee (ii) शिल्प०. अनुकीर्णजटाभारं जटामकुटमण्डितम्‌ । 

he is - जटामण्डलयुक्तं वा चतुथें्न्ययादिमम्‌ ॥ 
, पञ्चमी उष्णीषोध्वेकसीमान्तं सव्यपादं समुद्धृतम्‌ । 
(1) अ० आ० SH वामपादं तु अपस्मारोपरि स्थितम्‌ ॥ 


भुजाष्टकस मायुक्तमेतत्पञचम मुच्यते | 
अभयं qani च डमरं दक्षिणे PÈU 
कपालं चार्निपात्रं च घण्टां हस्तिकरोपमम्‌ | 
गजहस्तोपमं हस्तं प्रसार्य दक्षिणानुगम्‌ ॥ 


यततत्भ थमनृत्तस्य पूर्वसूत्रं प्रसारयेत्‌ । 
a पञ्चमं नृत्तमेवं स्यात्ततष्षष्ठं वदाम्यहम्‌ ॥ 
DNE उप्णीषोध्वेकमात्राच्तं सव्यपादं समुद्धरेत्‌ । 


सवक्र वामपादं तदपस्मारोपरिस्थितम्‌ ॥ 
(उप) भुजाष्टकसं (आ) युक्तमेतत्पंचममुच्यते । 
अभयं शूलपाशो च डमरु दक्षिणे करे॥ 
कपालं afai च घण्टां हस्तिकरोपमम्‌ । 
दोभिष्पोडञभियु'क्तं वामे गौरीसमायुतम्‌ | 
स्कन्दधूगवाम हस्तेन 


(ii) शिल्प० 
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स्कन्दोभयकराम्यां तु मातुस्तनकादाहूतम । 
एवं गौरी समीक्ष्येशं भीतातिस्नेहविस्मयात्‌ ॥ 
अभयं qe dq qu qd ada च। 
qa cg तथा दण्डं नागं वे दक्षिणे करे ॥ 
अभयं शूलपाशं च खड्गं डमरुक॑ ATA | 
वेतालं सूचिहस्तं च दक्षिणेऽष्टकरं भवेत्‌ ॥ 
सव्यानुगकरं डोलं वा मं चेव गजोपमम्‌ । 
अनलं मिथुनं चेव वलयं tata च ॥ 
घण्टा खेटकपालं च यामपार्इ्वेऽष्टहस्तके | 
अनलं गजाहस्ताभं खेटकं विस्मयं तथा ॥ 
घण्टां चेव कपालं च क्षुरिका सूचिमेव च । 
वामे त्वष्टभूजं ख्यातं शेषं पञ्चमनृत्तवत्‌ ॥ 
पादौ पञ्चमनृतं स्यात्‌ यत्त्तद्वद्विधीयते d 
षष्ठमं gamead सप्तमं शुण सुव्रत ॥ 
दोभिष्बडद्गसंयुक्तं वामे गौरीसमायुतम्‌ । 
स्कन्दो भयात्कराम्यां तु मातुः स्तनहृदोदरात्‌ | 
निपीडच वा कराभ्यां तु वामभागोद्ध ताञ्जलिम्‌ | 
एवं गौरी तिरीक्ष्येशं भौत्यातिस्तेहविस्मयात्‌ ॥ 
अभयं डमरुं चेव वज्र शूलं qia च। 
qmi ex तथा दण्डं नागं वे दक्षिणे करे ॥ 
सजानुगकरं डोलं वामं गजकरोपमम्‌ । 
अङ्ग (न?) लं मिथुनं चैव वलयं केतुरेव च ॥ 
घण्टां चैव कपालं च वामपारर्वेऽष्टहस्त के | 
पादौ पञ्चमनृत्तस्य विधिवत्तद्विधीयते ॥ 
त्रिनेत्रं चाष्टहस्तं च सुविकीर्णजटायुतम्‌ | 
कुञ्चितं वामपादं ठु अपस्मारोपरिस्थितम्‌ ॥ 
उद्धतं दक्षिणं पादं चाद्भष्ठं चाग्रसीमगम्‌ । 
अभयं qan च डमरू दक्षिणे R 
कपालं चाग्निपात्रं च तथा विस्मयहस्तकम्‌ । 
गजहस्तोपनं हस्तं सव्यासव्यानुगं तथा ॥ 
नतमानं दशांशं स्यात्‌ वामे गोरीसमायुतम्‌ । 
सप्तमं नृत्तमाख्यातं जगदातिविनाशकम्‌ ॥ 
तदेव षड्भूजोपेतमभयं डमरुं तथा । 
शूलं दक्षिणपाश्वे तु कपालं विस्मयं तथा ॥ 
गजहस्तोपमं वामे सुत्रं प्राम्वत्तदष्टमम्‌ । 
पञ्चमस्य च नृत्तस्य पष्टमस्य च ' ` स्मृता ॥ 
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नेत्रद्ययमिति ख्यातं ,शेषाणां तु न्िनेत्रकम | 
aaa त्रिनेत्रं च जटामकुटसंयुत्तम्‌ i 
अभयं डमरू सव्ये वामेअग्निगंजहस्तवत ॥ 
अपस्मारं विना पीठे वामाडि्रं कुज्चितं स्थितम i 
तत्तत्पुरस्स्थितं पीठे सव्यपादकनिष्ठिका ॥ 
तत्पादं कुञ्चितं युवत्या सूत्रं युवत्या तु लम्बयेत्‌ । 
नवमं नूत्तमाख्यातं गङ्गाधरमथ श्रृणु ॥ 


दक्षिणाम्‌तिषु 


१. व्याख्यानदक्षिणामूतिः 
(1) vo कामि० 


अथ वक्ष्ये विशेषेण दक्षिणामूतिलक्षणम्‌ | 
लम्बयेददक्षिणं पादं वामाड्प्नेनेलकाग्रकम्‌ ॥ 
सव्योवंग्रे निधातव्यं वामपादं तु शाथयेत्‌ । 
नतमध्य्े मात्रं स्याच्चतुभुजसमन्वितम्‌ ॥ 
दक्षिणे पूवंहस्तं तु ज्ञानमुद्रां तु धारयेत्‌ । 
दक्षिणे परहस्तं तु अक्षमालाधरं परम्‌ ॥ 
वरदं वामहपतं स्यादृण्डहस्तमथापि वा। 
वामजानूपरिष्टात्तु वरदे तलपृष्ठकम्‌ ॥ 
वामजानूपरिष्टात्तु दण्डं चेत्कूर्परं न्यसेत्‌ । 
वामे तु परहस्ते galg वा व्यालमेव वा ॥ 
अर्धाजवकत्रं सर्वाङ्गमार्जवं स्फटिकोपमम्‌ | 
famigis वापि जटामण्डलमेव aril 
"` ` 'वद्धमूध्नि वा जटावकुटमेव वा। 
चतुभु जस्तिनेत्रस्तु कुन्देन्दुधवलप्रभ: ॥ 
इवेतविद्रुमहेमाभरश्यामाभो वा प्रकीतितः। 
व्वाधरचर्माम्बरो वापि दिव्याम्बरधरस्तु वा ॥ 
उत्तरीयसमोपेतइ्शुक्ल यज्ञो पवी तक: । 
विकीणंमृधेजो वापि जटामकुट एवं aiil 
पट्टिकाबन्धनोवापि सत्करोटिकया ga: 
धुधू रारग्वधेर्नागपत्रे३चन्द्रेण मण्डितः ॥ 
पञ्चमुद्रासमो पेतो गङ्गार्किङ्किणिसंयुतः | 
अधस्ताद्वटदृक्षस्य qag श्रितः पुन: ॥ 
व्या्रचमोपरिष्टात्तु स्थितो वीरासनोऽथवा | 
लम्बितं दक्षिणं पादं तज्जानूपरि संस्थितम्‌ ॥ 


- वामाडि घनलकं कुर्यात्‌ सव्यहस्तं तु मुद्रया | 


सन्दशसंज्ञयो पेतो वामहस्तपुस्तकः ॥ 


अथवा नागसंयुक्तो वामहस्तस्ममीरितः । 
वरद त विजानीयाज्जानुस्थमणिबन्धकः 1i 
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दण्डहस्तो यदा स स्यात्मकोष्ठं जानुसंस्थितम्‌ । 
विकसत्पपद्मस ्कारास्त्वधस्ताद्वि स्तृता ङ्ग लि: ou 
परहस्तद्व यै चाक्षमालाज्वालासमन्वितः I 
पद्मं वा चोत्पलं वापि व्यालं वामे तु कल्पयेत्‌ ॥ 
कटको तौ प्रक्तंव्यौ प्रसन्नसमलोचनः । 
नासाग्रदृष्टियुग्वानहस्तो वा स्यात्सुपुस्तकः ॥ 


सजटामुकुटा देवचूचुकास्यगलान्तकाः | 
तत्तत्कलासमोपेताइशुक्लयज्ञोपवीतिनः n 
शुक्लाद्यम्बरसंयुवता भस्मरद्राक्षसंयुताः । 


कौशिकः काइ्यपद्श्यामस्त्वितरौ पीतवर्णकौ ॥ 
रक्तवर्णो भरद्वाजो घूम्राभविंत्रगौतमौ। 
एषामेकद्वयं वापि त्रयं व madda ॥ 
व्याख्यानमूतिरेवं स्याद्गेयमुतिस्ततो मतः। 
agua त्रिनेत्रं च द्वीपिचर्माम्बरान्वितम्‌ । 
आवृतालङ कृता भङ्गी शव्यं कुसुमास्वितम्‌ ॥ 
सद (न्दं?) शं दक्षिणं हस्तं पुस्तकं वामहस्तके d 
सव्यके चाक्षमालां च व्यालं वे वामहस्तके ॥ 
पादाग्रे दृष्टिपातं तु किचिद्भङ्गसमायुतम्‌ । 
लम्बितं दक्षिणं पादं तस्योवंग्रस्य चोपरि ॥ 
वामपादस्य dem संयुतं कारयेत्सुधीः । 
हिक्कामध्यं समारभ्य कटके मणिबन्धकात्‌ ॥ 
gaat त्रियवं प्रोक्तमृषिसङ्कस्समावृत्तम्‌ | 
अगस्त्यश्च पुलस्त्यश्च विश्वामित्रोअज्धि रास्तथा ॥ 
एवं व्याख्यानमूतिं तु गेयमूति श्रृणुष्वथ। 
दक्षेण मुद्रां प्रतिपादयन्तं सिताक्षसूत्रं च तथोध्वंभागे । 


सिताम्बुजस्थंसितवर्णमीशंसिताम्बरालेपनमिन्दुमौलिम्‌ 
ज्ञानं मुनिभ्यः प्रतिपादयन्तं d दक्षिणामूर्तिम 
दक्षिणामूतिमीशातं | 
लम्बयेहक्षिणं पादं aa " 
सममेव॑ विधातव्यं वामपादं तु शाययेत्‌ । 
दक्षिणे peg ज्ञान घारयेत्‌ ॥ 
दक्षिणे परह्‌ ! 
वरदं 
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वामे परकरे तत्र afg वा मृगमेव ayy 
विकीणंमूर्धजं वापि जटामण्डलसंयुतम्‌ । 


जाभिर्वे द्वमूतिवा जटामुकुटशोभितम्‌ ॥ 
शुद्धस्फटिकसङ्काशं "` `" `" ` हे e e ... ... à i 
वामे धुस्त्रपुष्प च नागं च शिरसि स्मृतम्‌ ॥ 
दक्षिणेन्दुक लायुक्तं सर्वाभरणभूषितम्‌ | 


सितवस्त्रोत्तरीयं o सितयज्ञोपवीतनम || 
व्याघ्रचर्माम्बरोपेतं त्रिनेत्र बलेशवजितम्‌ | 
रुद्राक्ष कण्ठमालां च हुन्मालां च विधापयेत्‌ ॥ 
नारदो जमदर्निशच वशिष्ठो दक्षपाइवेके | 
भारद्वाजश्च शुनकस्त्वगस्त्यो वामपाइवंके | 
वन्दितः किन्नराद्यैस्तु सेबितं भक्तिसंयुतः | 
अपस्मारोपरिष्टात्तु लम्बपादतलं न्यसेत्‌ ॥ 
धर्मेव्याख्यानमूतिः स्यादेवं सर्वंशुभावहम्‌ | 
तदेव वीणाहीनं त ज्ञानमुद्राभयान्वितम्‌ | 
वामं प्रसारितं हस्तं वामाजाणूरूकूर्परम्‌ । 
दक्षिणे त्वपरे चाक्षमाला वामेऽब्जमुत्पलम्‌ | 
शुद्धस्वेतनिभं वर्णं शोषं पूर्ववदाचरेत्‌ ॥ 
ज्ञानमूतिरिति ख्यातं सर्वकारणकारणम्‌ | 
अथवा पूर्वृहस्ताभ्यां ज्ञानमुद्राभयौ धुतो । 
वामं प्रसारितं वाथ वामजानूध्वेकपेरे ॥ 
अपरे दक्षिणे त्वक्षमालामुत्पलमन्यतः । 


ज्ञानमूतिरिति ख्यातं सर्वकारणकारणम्‌ | 
अन्योन्याङि, sad विप्र ! स्फिक्पिण्डाध: प्रकल्मेयेत्‌ | 


ज्ञानमुद्रां हृदि स्थाने त्वभ्यन्तरमुखं करम्‌ ॥ 


वरदं वामहस्तं तु मेढपीठोपरि न्यसेत्‌ |; 


अपरे दक्षिणे चाक्षामालाब्जं वामहस्तके ॥ 
नासाग्रं तु समीक्ष्याक्षमार्जवं सूत्रदेहकौ । 
अपरे तु जटालम्ब्य त्रद्रषिभिस्सेवितं परम्‌ ॥ 
योगमूतिरिति ख्यातं ध्याने दुःखतिवृत्तिदम्‌। 
लम्बथेहृक्षिणं पादं वाममुश्कुटिकासतम्‌ ॥ 
योगपट्टिकयाबध्य देहं चोत्कुटिकाङि घ्रकम्‌ | 
प्रसाये वामहस्तं तु वामजानूपरि द्विज! U 
प्रागिवेव कृतं शेषं सोप्येवं योगमूति वै । 
अरुमूध्ति समाश्रित्य अन्योन्यं पादपाष्णिकौ ॥ 
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योगपट्टिकयोपेतं जद्धामध्ये द्विजोत्तम! d 
प्रसाय॑ qiza zt जानूपरि निवापितो ॥ 
अपरे दक्षिणे चाक्षमाला वामे कमण्डलुम्‌ । 


जटामण्डलसंयुक्‍तं ततक्चन्द्रशेखरम्‌ ॥ 
नीलग्रीवासमायुकतं शद्भ कुन्देन्दुसन्निभम्‌ | 
अपरे शाययेदुक्षं नानासपंविभूषितम्‌ ॥ 


हृन्मालाकर्णमालाघ्या eae विराजतम्‌ । 

एवं त्वनेक भे देन दक्षिणामूति रुच्यरये i 

(ii) Jo कामि० व्याख्यानसहितस्त्वेव संदर्शस्य॒ समास्ययुक । 
तत्राक्षिपातयोगेन सदाकुञ्ित्‌लोचनः ॥ 

प्रसृतो वामहस्तस्स्या्योगमूतिरयं मतः। 

अथ कुञ्चितवामाङि'्रयुग्मस्फिगतपाष्णिकः ॥ 

उद्धतं तस्य sm दण्डकूर्प रकान्सतक्‌ | 

सन्दशेनदृष्टिपातश्च आभङ्गं चेव पूर्ववत्‌ ॥ 

नानामुगेस्तु संकीर्णं नानाव्यालैस्तु संयुतः । 

नानामुनिगणैस्सा घे सिद्धिबिद्यावरेरपि n 

भूतश्च किन्नरेरन्यैः pra मण्डितम्‌ | 

इलं कुर्यात्तु dem वटवृक्षस्तु शाद्वलः॥ 

फलशाखोपशाखाढयो नानापक्षिसमायुतः | 

तन्मूले दक्षिणे छायानिषष्णः कू (कृ) पया युतः ॥ 

रत्नोपशोभिते पीठे व्याघ्रचर्मोत्तरछदे । 

आसीनो मुनिभिस्सम्यक कौशिकादिभिरादरात्‌ ॥ 

शिवद्विजक्रुलस्यादिभूतैस्तु परितस्स्थितँः । 

आगमाहितचेतोभिः परमेशेत दीक्षिते ॥ 

एवं तु दक्षिणामूर्तेमूतिभेदाः उदाहृताः 

आसीनो वा स्थितो वापि ऋषिभिस्संवृतो न वा ॥ 

वटवृक्षविहीनो वा भूताद्यावृत एव वा। 

1 भूतस्थलम्बपादो वा दक्षिणेशस्समीरितः ॥ 
(iii) शिल्प० अन्योन्यडि घ्रतलं सम्यक स्फिविपण्डाघ: प्रकल्पयेत्‌ । 
ज्ञानमुद्रां हृदि स्थाने aerate करम्‌ ॥ 

वरदं वामहस्तं तु मेढ्पीठोपरि न्यसेत्‌ । 

अपरे चोत्पलं चाक्षमालां पूर्गवदाचरेतू ॥ 

नासाग्रं स्वं समीक्ष्य स्वमाजेवं देहमाचरेत्‌ | 

सुविकीणंजटायुबतं योगमूतिरिति स्मृतम्‌ ॥ 

4 लम्बयेहक्षिणं TA वाममुत्कुटिकासनम्‌ | 
daaa योगपट्टेन देहोत्कुटिकाडिघकौ ॥ 
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प्रसाये वामहस्तौ तु वामजानूपरि स्थित्तम 

एतच्च योगमुतिस्स्याच्छेषं पूर्ववदाचरेत्‌ ॥ j 
उरुमुलं समाश्रित्य अन्योन्यावद्धपाष्णिकम्‌ । 
योगपट्टिकयो पेतं जङ्घामध्ये विशेषतः | 
प्रसाय॑ id gb जानूपरि निधापितो । 
अपरे दक्षिणे वाक्षमालां वामे कमण्डलम It 
जटामण्डलसंयुकतं करो ट्येन्द शेखरम 
नी लग्नी वासमायुक्तं TER es सन्निभम्‌ । । 
योगमूतिविशेषाख्यं शेषं प्रागिव कारयेत्‌ । 


वीणाधरदक्षिणामूति: तदेव वामपा देनोत्कुटिकासनसंयुतम्‌ ॥ 

(1) अ०आ० पूवं हस्तद्वयोबींणाधृतं युक्त्या द्विजोत्तम r T 

"e | ag pr प्रागिव कतंव्यमेतद्वी णाधरं भवेत्‌ । 
ऊध्वावामध्यकटको तस्यां सपंक रावृभौ | | 


वीणा तु दक्षिणे वाग्रेडदक्षिणे कटकेस्थित: ॥ | 
e a Sem Tum चोरुस्थितयां विनिवेशयेत्‌ । | 
कटक दक्षिणं हस्तमधोमुखं तदुच्यते । | 
वामहस्तं तु कटकमूर्ध्वंव कूत्रं तदुच्यते ॥ | 
तन्त्रीं निवेशये दुरुका ग्रे दक्षिणपादके | | 
वामहस्तस्य कटके सव्यहस्त तथोपरि ॥ | 
Sea त्रिमात्रं तु कटकोथध्वें FTS गुलम्‌ | : | 
दण्डायाममिति प्रोक्तं विस्तारं तु द्विमात्रकम्‌ ॥ 
वा (ला? aama तु पण्मात्रमुत्सेधं तु तदर्धकम्‌ । 
एतदेव ` fara तु शेषं पृर्वोक्तवद्भवेत्‌ ॥ 
rca D स्वाच्छुणु मन्मथनिग्रहम्‌ । 
i वामपादेनोत्कुटिकासनसंयुतम्‌ | 
Sekt वीणा चेत्तद्वीणाधरं स्मृतम्‌ ॥ 
: É q | i 
catt x तोग्रमूतिषु सहारमूतेयो यथ।---- 


(1) उ० कामि० तु दक्षिणामूर्तेयोगनिष्ठस्थ | WHAT । 


कुर्तातु पतितं दृष्टिपातादेव च तत्क्षणात n 
ett दशांशं देवोच्चमेकाद्यासप्तभागिकम | 
मन्मथोत्सेधमुद्दिष्टं स तु हेमविभूपित: n 
अद्धजाम्वूनदप्रस्य: पुष्पपञ्चेषसं a: । 
मीन केतुस्तथैवेक्षुका मुक: क्‌ (x?) तिसंयुत: ॥ 
देव भागवसऱ्ताख्यमित्रयुक्‍्तो$तिसुन्दर: । 
लम्भिनी तापिनी चेव वेदिनी द्राविणी तथा ॥ 
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मारिणीति शराख्यास्सयुधंनुर्वमे शराः परे । 
मन्मथो मित्रयुक्तो वा युतो वैकशेरण तु॥ 
उग्ररूपं तु कामारि पावे कामं प्रपातितम्‌ । 
कार्यं कामरिपुं ह्येवं वक्ष्येऽहं कालनाशनम्‌ ॥ 
(iii) qo कार० त्रिनेत्रं agya देवं जटामकुटमण्डितम्‌ | 
उग्रदृष्टिसमायुवतमक्षमालोरगन्धरम्‌ ॥ 

दक्षिणे तु पताका च वामहस्तं तु सूचिका । 

एतदेव fate तु शेषं व्याख्यानमूतिवत्‌ ॥ 

वेरायामरसांशाच्च त्रिभागं मन्मथायतम्‌ । 

| पीठस्थो वा रथस्थो वा कामः काञ्चनसन्निभः ॥ 
| सवंशूषणभुख्यं च दिव्यरूपसमन्वितम्‌ | 
पुष्पेशचेव aor क्तमिक्षुचापं च पड्घ्वजम्‌ (?) ॥ 

मदरागवसन्तैशच हेमवान्धवसंयुतम्‌ | 

तापिनी दहिनी विश्वमोहिनी विश्वमर्दनी ।। 

मादिनी नाम निदिष्टास्तस्य पञ्चशरा इमे । 

कामुकं वामहस्ते तु बाणं तु सव्यहस्तके ॥ 

देदस्याभिखं कुर्यात्‌ कामरूपं प्रपातितम्‌ । 

l कामनिग्रहमेवं स्याच्छुणु ववाह्यमूतिनम्‌ ॥ 

गजासुरसंहारमूति अथ वक्ष्ये विशेषेण गजहामूतिलक्षणम्‌ | 
(i) so To सर्वाभरणसंयुक्तं चतुर्दोब्चाष्ट एव वा॥ 
चतुभू Aq पाशं च गजचर्म च दक्षिण । 

गजश्यद्ध॑च चर्म च वामपारर्वे Fea ॥ 

चतुभु'जं €माख्यातमष्टहस्तमथोच्यते । 

qd डमरूक पाशं गजचर्म च दक्षिणे ॥ 

qsxpg कपालं च गजचमं च विस्मयम्‌ । 

| ` एवं qmd तु चत्वांरो हस्तमेवं प्रकल्पयेत्‌ ॥ 
; शम्भोर्वामाड_ घ्रथधस्तात्त गजस्येव तु मस्तकम्‌ । 

मकुटस्योपरिष्टात्तु गजपुच्छं प्रकल्पयेत्‌ ॥ 
पाइवेयोर्गजपादांस्तु यथायुक्त्या तु कल्पयेत्‌ । 
प्रभामण्डलवच्छेषं गजचमं प्रकल्पयेत्‌ II 
व्या ध्रचर्माम्बरोपेतं ुकलवसनान्वितम्‌ | 
सर्वालङ्कारसंथुक्तमतिरक्तसमप्रभम्‌ ॥ 
एवं तू गजहामूति प्रथमं तु विधीयते। 
शूलं खड्गं तथा चर्म॑ mag च दक्षिणे॥ ` 
कपालं खेटकं घण्टां गजचमं च वामके। 
सुस्थितं वामपादं g गजस्य मस्तकोपरि ॥. 


(11) सु० आ०.; 


—— eo 


oe 
4 
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उद्धतं दक्षिणं पादं तियंगुत्कुटिकं भवेत्‌ 7 


एवं द्विविधरीत्या तु गजहामूतिरुच्यते a 


स्कन्दोद्धृताप्युमादेवी शम्भोवामि भयान्विता ¡ 
गजहामूत्तिं वक्ष्ये सर्वाभरणभूषितम्‌ । 
पाशं च गजचर्म च दक्षपाशवकरद्वये ॥ 
गजस्य AY चर्म च वामपार्श्वे करद्वये। 
शूलं डमरुकं पाशं गजचर्म च दक्षिणे ॥ 
TWIG कपालं च पाशं AA च वामतः। 
झम्भोर्वामे व्यधस्तात्तु गजमस्तकमेव हि॥ 
मुकुटस्योपरिष्टात्तु गजपुच्छं प्रकल्पयेत्‌ । 
पाइ्वयोगेजपादं तु यथायुकत्या तु कारयेत्‌ ॥ 
प्रभामण्डलवच्छेषं गजचम॑ प्रकल्पयेत्‌ । 
व्या घ चर्माम्बरोपेतं दुकूलवसनाम्वितम्‌ ॥ 
सर्वाभरणसंयुक्त मरिक्तप्रभान्वितम्‌ । 
सुस्थितं वामपादं तु गजवीरस्य मस्तके ॥ 
उद्धतं दक्षिणं पादं कक्षसूत्रान्तमाचरेत्‌ । 
गौरी स्कन्दं समुद्धत्य झम्भोर्वामे भयान्विता ॥ 
अथवा शूलखड्गो च गजदन्तं च चमं च। 
दक्षिणे वामतः कुर्यात्‌ कपालं खेटकं पुनः ॥ 
धण्टां च गजचर्म च करैरिति वामतः | 
अथ वक्ष्ये विशेषेण कालहामूतिलक्षणम्‌ | 
देवस्य दक्षिणं पावं पद्मपीठोपरिस्थितम्‌ ॥ 
प्रथमनृत्त मूर्ते स्तु दक्षिणस्थितपादवत्‌ । 
वामपादं Agua कुञ्चितं तलमुद्धृतम्‌ ॥ 
अंगुप्ठमुद्धूताङध्रेस्तु कालस्य ged न्यसेत | 
aad च त्रिनेत्रं च जटामकुटमण्डितम्‌ ॥ 
चतुभु जसमायुक्तमष्टहस्तमथापि aq | 
दक्षिणे qdeed तु शूलं कर्णान्तमुद्धृतम्‌ ॥ 
दक्षिणे परहस्तं तु परश्‌ वरदं तथा। 
वामे Gat नाभिसीमान्तं सूच्यधोमुखम्‌ ॥ 
वामे त्वपरहस्तं तु विस्मयं परिकल्पयेत्‌ | 
हिक्कासूत्रसमं टङ्कुकरं त्वम्यन्तरं मुखम्‌ ॥ 
उष्णीषान्तं समुद्धृत्य विस्मयेऽनामिकाग्रकम्‌ | 
कर्णान्तं मणिबन्धान्तं शूलहस्तसमान्तकम्‌ ॥ 
चतु्दोँह्यंवमाख्यातमष्टहस्तमथ aT । 
NU qup वस्त्रं च खङ्गं दक्षिणहस्तके 1 
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| विस्मयं खेटकं पाशं gizi तु वामके । 
| "ips विद्रुमस्य निभाकारं सर्वाभरणभूषितम्‌ ॥ 
॥ F 7 कालहामूतिमाख्यातमधस्तात्काल उच्यते । 
| l द्विभुजं च द्विपादं wade पाशपाणिनम्‌ ॥ 
| करण्डमकुटोपेतमसृरधाराविकीणितम्‌ | 
| महा भयसमायुक्तं सप।शहृदयाञ्जलिम्‌ ॥ 
| विकीर्णपादं मां दृष्ट्वा शाययेदूर्ध्ववक्त्‌कम्‌ | 
कालहामूतिमेवं तु Mad लिङ्गोदभवं ततः ॥ 

(11) उ० कामि० कुञ्चितासव्यपादस्तु व्याघ्रचर्माम्बरान्वितः | 
| ततोद्धृतसदक्षाडि घ्रस्तीक्ष्णदष्ट्रोग्रनासिक; ॥ 
| ; दक्षहस्तस्थशूलो वा वामहस्तस्थसूचिकः | 
| दक्षहस्तस्थपरशुर्नागपाशोऽथवा मृगः ॥ 
| कटाक्षदृष्टिदेवस्य कालदेहव्यवस्थितः | 
| शूलं ह्यधोमुखं प्रोक्तं कालकु (ग? ) ण्डस्थ मेव ar 
| कालं तु पतितं कुर्यात्त (दु?) त्प्ुताक्षं तु पूच्छितम्‌ । 
मुद्गरं र (उग्दिरद्र? )क्तवस्त्रं च तथा लोहितमूर्घजम्‌ ॥ 
शूलपाशकरं चव विकीर्णचरणान्वितम्‌ । 
दंष्ट्राकरालवदनं रक्तश्रूरक्तलोचनम्‌ ॥ 2 

| देवस्थ (स्य? ) नाभिमानेन नवतालेन कारयेत्‌ । E 
| "RESTE कृताञ्जलिपुटं वापि कारयेत्कालमादरात्‌ ॥ र 
| a अथवाथ हराल्लिङ्गान्निर्गतात्पतितं नयेत्‌ । 
| arated (si तं? ) लिद्धमानाद्यं लिद्धोद्भूतोक्तवत्नयेत्‌ ॥ 
fauga स्थितव्चान्योज्योमुखो भस्मविग्रह: । 

| Eq ym बद्धपुष्पाञ्जलिः पारवे मार्कण्डेयः स्थितो वर: ॥ 
| . 7 कर्तव्यः कालतो भू (भी?) तस्सन्तुष्टो न हरेण तु । 
मार्कण्डेयेत मानेन युक्तो वा वजितस्तु aT 
| अपस्मारदारीरस्थ-चरणेन युतो न वा। 
कालारिरेवमाख्यातो मन्मथान्तक उच्चते ॥ 

(iii) ge sre दक्षिणे तु करे qd वामे सुच्यङ्ग,लि स्मृतम्‌ 
पादं कालस्य हृदये edd (vid?) पादसंस्थितम्‌ । 
| - कालनाशमिदं mat लिझ़ोलत्तिमतः ._ 
agit त्रिनेत्रं च जठामकुटस 


(iv) Jo कार० 


व्याघ्रचर्माम्वरोपेतं ती त i 
दक्षिणे तु करे वामके ॥ 


वामके । 
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अधोमुखं. 'भवेच्छलं दृष्टिवे कालदेहके i 
cage: तु feet कटकाविति कीतितौ। 


DOXRSTH PEt तु हयन्तर तु यवं भवेत ॥ 


कालारिः- कारयेदीशं नताङ्गं वामतो मनाक | 
सुस्थितं. दक्षिणं पादं पद्मपीठे$न्यमडिन्रकम्‌ ॥ 
दक्षिणे pad तु शूल कर्णान्तमुद्धृतम्‌ । 
दक्षिणे "परहस्ते तु परशुं वरदं तु वा || 
arr _पूर्वकरंः नाभिसूत्रान्ते सूचिमाचरेत्‌ । 
aà तु परहस्ते तु विस्मयं परिकल्पयेत्‌ u 


- ` -उष्णीषान्तं , समुद्धृत्य विस्मयेऽतामिकाग्रकम्‌ । 


39 


i 
oor 


qa. प्ररशुवप्त्रौ च खड्गं दक्षिणहस्तके ॥ 
विस्मयं; खेटकं पाशं सूचीहस्तं च वामके। 


: शुद्धविद्रुमसङ्काशं सर्वाभरणसंयुतम्‌ ॥ 


“अधस्तात्‌ -कारयेत्कालं द्विभुजं पाशहस्तकम्‌ । 
-करण्डमकुटोपेतं; War विकृताननम्‌ ॥ 


.-असृग्धारासमायुक्तं - - महाभयसमन्वितम्‌ । 
c हृदयाञ्जलिसंयुक्तं विकीर्णाङिघ्रद्वयं पुनः ॥ 


:एकवकूत्रं .- दशभुजं नृत्यन्तं त्रिपुरान्तकम्‌ । 


सिहचर्मपरी धानं मृगचर्मोत्त रीयकम्‌ ॥ 
रक्ताम्बरधरं © देवं सूर्यकोटिसमप्रभम्‌ । 
. केपालमालाभरणं:; :: शशाङ ककृतशेखरम्‌ ॥ 
खटवाङ्गखेटकधर. ., वृतखड्गकपालकम्‌ | 


त्रिशुलादिन्‌ कण्ठा च शरक्याक्ुविधारिणम्‌ ॥ 


SS पाशाङ कुशधर्‌ं, देवं कुण्डलाभ्यामलङः कृतम्‌ | 


हरं -संस्थाप्य, नृत्यन्तं वलयाकारसंस्थितम्‌ ॥ 


त्रिपुरान्तकमूत्यष्टकमं 


त्रिपुरान्तकमूर्तेस्तु लक्षणं वक्ष्थतेऽधुना | 
दक्षिणं सुस्थित पादं वामपादं तु कुञ्चित ॥ 
/ दक्षिण: पूर्वंहस्तोध्वे नाभिसूत्रावसारनंकँम्‌ । 
सिहकर्ण तु; द्धस्तं बाणमध्यं तु पीडितम्‌ ॥ 
बाणायामं. तुः” तल्क्प्तत्यङ्गालं तु विधीयते । 
:कनिष्ठिक्रापरीणाहं देवेशस्य, -करस्य' „तु)॥ 
+ वामहस्ते , घनुध aT कक्षान्तं तत्करोध्वंकम्‌ | 
¦ /पुर्णमुष्टिस्तु नाहं स्यान्मध्यादग्रौ क्रमात्कृशौ ॥ 
'अप्रमर्धाडगुलव्य़ासं वृत्तं वर्णेविचित्रितम्‌ | 


ss बदि यक्त रज्जुनाहं ठु mq 


"F OF गाता Yu 
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| A p t वनोरदीरचाव्टभागे तु aqii रज्जुम्‌ | 
तदीर्व्यानुूलं तु ald BUTEA it 
चिवक्रसहितं वाथ बालचद्धाँभमेव वा h 
धनुराकृतिरेवं स्थात्‌ दारुजं लोहजं तुवा ॥ 
कतरी quet तु z&somquifeaat | 
Ty (टंक? )दक्षिणहस्ते तु वामहस्ते qi धुतम्‌॥ 
जटामंकुटसंयुक्‍तं सर्वाभिरणभूषितम्‌ । 
प्रवालसदृशप्रस्यं वामे गौरीसभाधुतम्‌ us 
व्रिपुरान्तकमूर्तस्तु प्रथमं लक्षणं त्विदम्‌ । 
(ii) go कामि० पुररारिस्थापनं वक्ष्ये तदादौ wa 4I 
| चतुभ्‌ जस्तिनेत्रश्‍च जटामकुटसंग्रुत: ॥। ; 
| l समभाग (भङ्ग? ) युतस्सम्यक स्थापकेन समन्वित: | 
सव्यकर्णस्थमकरकुण्डलेन समन्वितः 1. 
कृष्णापरशुसंयुक्तपरहस्तद्वयान्वितः ——— 4 
== धनुर्बाणयुतोपेतवामेत रकरान्वितः T 
परहस्तोज्झितो वाथ द्विहस्तत्रिपुरान्तकः । 
कुर्यात्सलक्षणं वाथ वामभागे तु पार्वतीम्‌ ॥ 
| . 5. एवं कृत्वा पुरारि तु प्रतिऽठां कारयेत्तथा । 
(iii) To कार्‌० - चतुभूजं faii च जटामकुटसंयुतम्‌ d 
: de : सर्वाभरणसंयुक्तं दिव्याम्बरसमायुतम्‌ ॥ 
RS . . पत्रं-तुवामकणे तु दक्षिणे कुण्डलान्वितम्‌ | 
! धनुर्बाणसमायुक्‍त॑ कृष्णापरशुसंयुतम्‌। 
उपवीतसमायुक्‍्तं सभङ्गस्थातकं FRI 
| वृषवाहूनवच्छेषं कारथेत्तु विचक्षणः ॥ 
(iv) ge आ०  . : -, वैतुर्वागसमायुक्तं कृष्णापरशुारिणम्‌ । 
Ma E उमया सहितं देवं कृत्वा dq त्रिपुरान्तकम्‌ uo 
(v) fete . __ _ aae . प्रवक्ष्यामि निपुरा्तकमूतिनम्‌ । 
` ` ` ` ` दक्षिणं सुस्थितं पादं चामपादं तु कुञ्चितम्‌ ॥ 
' . ° ` x MONUI 
6 PLE eS fagi तु aaa बाणमध्यनिपीडितभ्‌ ॥ 
BN a वामहस्ते धंनुधु त्वा कक्षान्तोष्वं सभुद्धृते | 
कर्तरी परहस्तौ द्वौ टङ्कक्गष्णमृगस्थितौ ( गोस्वितौ? ) t 
= टङ्कं तु दक्षिणे वामे कृष्णसारङ्गगमेव fa l 
' जटामकुटसयुकतं सर्वाभरणभुषितम्‌ ॥ 
म ताक का प्रवालसदृशप्रख्यं वामे गौरीसमायुतम्‌ । 
इदं प्रथममास्यातं द्वितीयं तु तत परम्‌ ॥ 
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तृतीया 
(i) mo "re 


(ii )शिल्प० 


चतुर्थी 
(i) ste आ० 
(11) शिल्प० 
पञ्चमी 

(1) sre siTe 


(11) fero 


(11) शिल्प० 


सप्तमी... - .- 
(i) अ० आ 


( १७२ ) 


तदेव वामपादं तु श्रपस्मारोपरि स्थितम्‌ | 
शेषं प्रागिव कतंव्यं द्वितीयं लक्षणं भवेत्‌ ॥ 
तदेव वामपादं तदपस्मारोपरि स्थितम्‌ । 
शेषं प्रथमतुल्यं हि तृतीयमथ वक्ष्यते ॥ 
सुस्थितं वामपादं तु दक्षिणं कुञ्चितं भवेत्‌ । 
शेपं प्रागिव कर्तव्यं सूत्रं त्वितरपाश्व॑गम्‌ ॥ 
तृतीयं लक्षणं Mat चतुर्थ लक्षणं sgy | 
सुस्थितं वामपादं तु दक्षिणं कुञ्चितं भवेत्‌ । 
शेषं प्रागिव कत्तंव्यं चतुर्थ तु ततः परम्‌ ॥ 
तदेव वामपादं तु अपस्मारोपरि स्थितम्‌ d 
प्रागिवेव विशेषं तृ चतुर्थं लक्षणं भवेत्‌ ॥ 
तदेव वामपादं तदपस्मारोपरि स्थितम्‌ । 
तदेव पूर्वहस्त द्वौ कटकौ हृदि सीमगौ। 
वामदक्षिणहस्तौ ढौ क्रमादू्घ्वंमधोमुखम्‌ ॥ 
बाणमूलधूतं सव्यं वामं बाणाग्रकं धृतम्‌ । 
परे तु दक्षिणे zg धनुस्तद्वामहस्तके ॥ 
तद्धस्ते तु मृगं वाथ वामे गौरीसमायुतम्‌ | 
अपस्मारं विना पादं नतं प्रागिव सूत्रकम्‌ ॥ 
एवं चतुभु जोपेतं मूतिपञ्चविधं भवेत्‌ । 
तदेव पूर्वहस्तौ द्वौ कटको हृदि सीमगौ॥ 
वामं दक्षिणकं हस्तं क्रमादू्ध्वंमधोमुखम्‌ | 
बाणमूलधृतं सव्यं अन्यबाननोद्धृतम्‌? N 
परे दक्षिणके ë zg धनुषं वामहस्तके। 
तद्धस्ते तु मृगं वाथ वामे गौरीसमायुतम्‌ ॥ 
अपस्मारं विना कार्य पञ्चमं समुंदाहृतम्‌ । 
अतिभ ङ्गनतोपेतमष्टहस्तस मर्वितम्‌ Ti 
बाणं च परशु uu qu वै दक्षिणे करे ॥ ` 
धनुषं विस्मयं हस्तं खेटकं कटकं तु ar! 
वामहस्ते समाख्यातं पूर्वसूत्रात्करान्तकम्‌ ॥ 
यथाशोभनतं तुङ्गं कल्पयेद्‌ गौरिसंयुतम्‌ | 
षष्ठमिष्टं च बाणं च पाशं खङ्गं च दक्षिणे । 
धनुषं विस्मयं खेटं कुक्कुटं वामहस्तके ॥ 
यथाशोभं तथा gala गौरीसमायुतम्‌ | 
Wey ह्येवमाख्यातं सप्तमं दशदोयु तम्‌ | 


, बाणं चक्र तथा शूलं टङ्कं वस्त्रं च दक्षिणे ॥ 


धनुर्शङ्कं तथा सूची विस्मयं खेटकं तथा । 
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शरभेशः `` ” 
Zo कामि० 


-ऊर्ध्वंपक्षसमा युक्तं .. रत्तनेत्रद्वयान्वितम्‌ । 


`कन्धरोध्वंतराकारं दिव्यमौलि 
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सप्तमे दक्षिणे बाणं चक्रं थूलं ततः परम्‌ । 
z4% वज्रं तथा वामे agi सूचिविस्मये ॥ 
SEI ... - --सर्वं पूर्ववदाचरेत्‌ । 
तदेव दक्षिणं जानु तलोपरि निधापयेत्‌ । 
तत्पूर्वे वामपादं तु aa न्यस्त्वा रथोपरि ॥ 
रथं तु मुकुलोपतं मुकुलं रज्जुना वृतम्‌ | 
मुकुलाभ्यन्तरे ब्रह्मा चतुवकत्रश्‍चतुभु जः ॥ 
तस्य दक्षिणहस्त द्वौ वेणुदण्डं कमण्डलुम्‌ | 


कुण्डिका umb च वामहस्तद्वयोद्धतम्‌ ॥ 


रथस्य मुकुलाधस्ताद्वृषभं इवेतवर्णंकम्‌ । 
रथं पवनमार्गेण कल्पयेत्कल्पवित्तमः ॥ 
त्रिपुरान्तक माख्यातमष्ट भेदं द्विजोत्तम | 
प्रवालसदृशं वर्णं सत्वराजसमिश्चितम्‌ ।। 
सर्वाभरणसंयूक्तमे क वकूत्ं त्रिनेत्रकम्‌ | 
तस्य वामेऽप्युमादेवीं प्रागुक्तविधिना कुरु ॥ 
सामान्यलक्षणं वर्ण्यं त्रिपुरान्तकमूतिनः | 
ए वमेवाष्टमं ` कुर्यद्विसुधोपरि विन्यसेत्‌ । 
दक्षिणाङ घ्रेस्तथा जानु वामपादतलं पुनः ॥ 
पुरस्स्थितरथस्योर्ध्वे विन्यसेत्तु यथोचितम्‌ । 
रथं तुं used मुकुलं रज्जुनावृतम्‌॥ 
मुकुलाम्यन्तरे ब्रह्मा चतृवंक्‌त्रश्चतुभु जः ।- 
तस्य दक्षिणहस्तौ द्वौ amass कमण्डलुम्‌ ॥ 
कुण्डिकां qana च वामहर्तद्वयोद्ृतम्‌ । 
रथस्य मुकुलाधस्ताद्वृ षभं श्वेतवर्णकम्‌ ॥ 
शरभेशप्रतिष्ठां तु ` वक्ष्ये लक्षणपृविकाम्‌ । : 
पक्ष्याकारं सुवर्णाभं पक्षद्वयसमन्वितम्‌ ॥ 


पादैस्िहपदाका रैश्चतुभिश्च समन्वितम्‌ ॥ 
सुती4णनखसंयुक्तैरूध्वेस्थवेंदपादक: 
दिव्यलाङ्ग,लसंयुक्तं | सुविकीणंजटान्वितम्‌ 
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पादाभ्यामम्बरस्थाभ्यां कुक्षिस्थाम्यांच तस्य त || 
गगनाभिमुखं. — 44^ कारयेच्छरभेश्‍वरम | 


शर्‌भमूतिः io महामेरुसमाकारमष्टपादं रविप्रभम | 
श्रीतत्व्‌० र .  द्वात्रिणत्वाहुसंयुव्त सूर्यसोमाग्निलोचनमे ॥। 
> . दुर्गाकालद्विपक्ष॑ च सुतीक्ष्णषनगजितम,. à 


ऊध्वेकेशं महाबाहुं नानालङ्कारभूषितम्‌ ॥ 
aagi चक्रं शक्तिं दण्डाङ्क शौ तथा । 
खड्गखट्वा द्गपरशूनक्षमालास्थिशुलकम्‌ T 
धनुश्च मुसलं ara दधानं दक्षिणे: करे: | 
वरदं पाशहस्तं च गदां बाणध्वजी तथा ॥ 
FRA ASE च खेटं ant a TETN | 
कपाल पुस्तक . कुन्तं दुर्गार्लिप्टकराम्बुजम्‌ ॥ 
हेल वाम दवानं च भीषणं करपद्क 

दंष्ट्रोल्लासं महासिहजटाच्छटनिपीडितम्‌ ॥ 


eur M | (o गौरवर्ण ब्रिनेत्र च जटामौलिविराजितम | 
तत्व० o Tes कुण्डलं सव्यवामश्रृत्योर्च किभ्रतम्‌ o 
EECA चतुभु जसमान्वतम्‌ | 


वज nggi वामे ब्रह्मकरोटिकम्‌ ॥ 
अपर शूलहस्तं च शेषं पूर्वोक्तवत्कुष ॥ 


भरवमूर्तयः 
pm si स्वच्छत्दभेरवं ` वक्ष्ये आयुधानां तथा क्रमम्‌ । 
o^ २२ = T mi ; 
; FORE गरावाट्टिशपशु च शक्तिरबागों agerar ॥ 
'पुष्पाक्षसूत्रसर्पारच बीजपुरकमुद्गरौ | 


चषक थशतघ्नी कोशा डमरूमौशले ॥ 
शुचिस्तथा च asa: figi दर्षं णादिकम्‌ । 
MHAR  गदाद्या दर्षणान्तगा 


नरद ` -शसिती खङ्गचाङकुशं ज्ञानपुस्तकम्‌ | 


| 
E 
| 


9 ME Cet चामरं पूर्णकलशं शलं खट्वाङ्गमेव च ॥ 
“न च चक्ष (अभयं च) fag कुण्डी शङ खं शूर्पश्च मोदकम्‌ | 
EN EE कमलं चक्रकीरके ॥ 


pipmesthcc: SIS शुकान्ताश्च दक्षिणेषु प्रदक्षिणम्‌ | 
_ योनिमुद्रासंयुक्तौ द्रौ करौ सकरमुद्रिकौ ॥ 

उपास्ते चाऽऽदिपुरूषं द्रो भूजौ शिरसि स्थितो । 
EMSRS! विनेत्रश्‍च शतार्ध भ्रामयन करान N 
अधद्वयमृजुगतं बढ़ प्मासनद्वयम्‌ | 
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( १७५ ) 


स्वच्छन्दभरवौ माने तालानां त्वेकविश ति: ॥ 
ततस्तार्लास्तु ` गुणयेद्‌ द्रादशाङगुलकंस्तथा | 
TE गुल प्रमाणेन द्विपञ्चाशच्छतद्वयम्‌ः॥। 
प्रथमपड क्तौ नवास्यं जटायुकतं द्वितालकम्‌ । 
द्वितीयपड,क्तौ तस्समा शिवयोनिः सदोदिता ॥ 
सप्तवकूत्राणि - तस्योर्ध्वे तालमेकं द्विजोत्तम । 
शिरो विशत्यङगुलक ग्रीवा चाष्टाङगुला मता ॥ 
द्वात्रिशंन्नाभिदेशस्तदधो , गृह्यं तृ बिशतिः। 
शून्यबाणा भवेज्जङ्का गुल्फः पञ्चाङ गुलस्तथा ॥ 
पञ्चाशच्चेव नलक: सप्ताङ गुलस्तलोच्छय 
ऊर्ध्वमानं तु कथितं तिर्यक्‌ च श्रण सम्प्रति ॥ 
मुखं पूर्वोततमानेन द्वितालं चेव मध्यकम्‌ | 
दशाड गुलं . agara बाहुः षोडश विस्तरे ॥ 
qi तथा चाष्टौ क्रमतो . बाहुविसत्वरः । 
नानाविस्तरितं कार्यमष्टाविशतिमिस्तथा ॥ 
re Copo -सप्तवर्णा: कुशमान कटिविस्तरतः शुभम्‌ । 
LIPB. 39d ' `. fear जद्ठाविस्तारस्तन्मध्य॑ सार्धेभागकम्‌ i 
| í mre tv ,कणिवध?तप्ताव्धो च चतुविशतिरडि emu । 
णी ? मात्रं तथाङ, गुष्ठं शेषा: सार्धाङ गुला मता॥ 
षोडशाङःगुलमंसः स्याद्‌भुजसन्धिमुः निद्वयम्‌ | 
- द्वात्रिशच्च .. पुनर्वात्या चतविशतिकाग्रतः | 
पूर्बोक्तिस प्रमाणेन करं कुर्यात प्रयत्नतः | 
रत्रिशल्लक्ष्वणोपेतो रुद्र: RAPALA: I 


| _ पाशाङकुशधनुर्वाणा शूलवजगदाभयम्‌ | 
| à; अष्टौ भैरवरूपाणि कुर्यादेव प्रदक्षिणम्‌ ॥ 
coe i अथातो. रूपनिर्माणं वक्ष्येऽहं भरवस्य ql 
वि०;क्‌०. ; , . लम्ब्रोदरं, तु web , वृत्तपिङ्गललोचनम्‌.। 


कपालम (ur) लिन॑ xix . सर्वेतस्सर्पभूषणम_ ॥ 
व्यालेन त्रासयन्तं च देवीं पवतनन्दिनीम । 
: सजलाम्बुदसङ्काशं गजचर्मोत्त रच्छदम्‌ ॥ 


` बहुभिर्बाहुभिर्व्याप्तं सर्वायुधविभूषणम्‌ । 
ब॒हत्सालप्रतीकां शेस्तथा तीक्ष्णनखँस्शुभैः ॥ 


"T ws साचीकृतमिदं रूपं भैरवस्य प्रकीतितम्‌ । 
बटकभैरवःः 007 co o विकीणेलोहितजटं fati रक्तविग्रहम्‌ i 
()xe-de कर: o qd mue पाशं च SAR दधतं करे: ॥ 


| 
। 
| UE ,.... :दंष्टाकरालवदनं फूल्लनासापुटं तथा । 


p: 
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(11) रूप० 


स्वर्णाफषेणभे रव: 
श्रीतत्व० 


अष्टाष्टभेरवाः ` 
श्रीतत्व० 


प्रथमाष्टकम्‌ 
nee 
तृतीयाष्टकम्‌ 
चतुर्थाष्टकम्‌ 
पंचमाष्टकम्‌ 
'षष्ठसप्तमाष्टमाष्टकानि 


अष्टाष्ट-भैरवनामानि 


( ७६ ) 


नानारूपैः पिशाचैश्च नानारूपगणेवृतम्‌ | 
इवानारूढं च निर्वाणं वटुकं भैरवं भजे ॥ 
खट्वाङ्गमांसपाशं च शूलं च दधतं करे: | 
डमरू च कपालं च वरदं WAT तथा ॥ 
आत्मवर्णसमोपेतस।रमेय - समन्वितम्‌ 
ध्यात्वा जपेत्सुसंहृष्टः सर्वान्कामानवाप्नुयात्‌ ॥ 
पीतवर्णं चतुर्बाहुं त्रिनेत्रं पीतवाससम्‌ । 
अक्षय्यस्वर्णम।णिक्यगणपूरितपात्रकम्‌ T 
अंसाहितमहाशूलचामरं तोमरोद्वहम्‌ | 
aad faiga भैरवं सर्वसिद्धिदम्‌ ॥ 
नानाभरणशो भाढ्यमानन्दसुख रूपिणम्‌ 
मदोन्मत्तं सदानन्दं सर्वदेवनमस्कृतम्‌ ॥ 
एवं ध्यायेच्च मन्त्रज्ञः स्वर्णाकर्षणभैरवम्‌ | 
इतः परं प्रवक्ष्यामि श्रृणु राजन्नशेषतः | 
अष्टाष्टकमिदं पुण्यं भैरवाणामभीष्टदम्‌ ॥ 
qdazwdt ध्याने ध्येयं सर्वेः पृथक्‌-पृथक्‌ । 
आद्याष्टकं सुवर्णाभे त्रिशूलं डमरुं तथा gd 
पाशं चासि दधानं च ध्यायेत्सर्वाङ्गसुन्दरम्‌ ॥ 
अथ द्वितीयकं ध्यायेदक्षमालामथाङ्क शम्‌ d 


. दधानं पुस्तकं वीणां सुखेतमणिभूषणम्‌ ॥ 


ज्वालां शक्तिं गदां कुन्तं दधानं नीलवर्णंकम्‌ | 
ध्यायेत्तृतीयं शुभदमष्टकं शुभलक्षणम्‌ ॥ 
खड्गं खेटं qed च दधानं परशु तथा। 
धू ञ्रवणं मभिप्रेतं ध्यायेदष्टमादरात्‌ ॥ 
कुन्तं खेटं च परिघं भिण्डिपालं qua च । 
'पञ्चमाष्टकमेतद्धि स्वेतं स्यात्सुमनोहरम्‌॥ 
पीतष्पष्ठमृषी रक्तमष्टसं च तटित््रभम्‌ । 
कुन्तादिकं समं प्रोक्तं षडारभ्याष्टमान्तकम्‌ ॥ 
असिताङ्को विशालाक्षो मार्ताण्डो मोदकप्रियः | 


. स्वच्छन्दो विघ्नसन्तुष्टः खेचरः सचराचरः ॥ 


we क्रोडदंष्टूरच तथैव च जटाधरः | 


विइवरूपो विरूपाक्षो नानारूपधरः परः ॥ 
वज्नहस्तो महाकायइचण्डरच प्रलयान्तकः d 


` भूमिकम्पो नीलकण्ठो विष्णुश्च कुलपालकः ॥ 


मुण्डपालः कामपालः क्रोधो वे पिङ्गलेक्षणः^ 
JASN धरापाल: कुटिलो HATMA: N 
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( १७७ ) 
1 रुद्रः  पितामहाख्यठचाप्युन्मत्तो वटुनाग्रकः | | 
i | | "TEST .  भूतवेतालत्रिणेत्रस्त्रिपुरान्तक: ॥ d 
वरदः पर्वेतावासः कपालः शशिभूषणः d ee 
| हस्तिचर्माम्वरधरो योगीशो ब्रह्मराक्षसः ॥ 
| सर्वज्ञः सर्वदेवेशः सर्वंभूतहृदिस्थितः | 


भीषणाख्यो भयहरः सवज्ञाख्यस्तथैव च ॥ 
कालाग्निशच Herat दक्षिणो मुखरोऽस्थिरः । 
संहारश्चातिरिक्ताङ्गः काल।ग्निश्च प्रियङ्कुरः ॥ 
घोरनादो विशालाक्षो योगीशो दक्षसंस्थितः d 


l श्रन्यसंहा रमू तय: 

बीरभद्रमातिः qaqa निणेत्रं च जटामकुटसंयुतम्‌ । 

(i) शीतत्व० ` दक्षिणे खड्गबाणौ च वामे चापं गदां धरम्‌ ॥ : 
दंष्टाकरालवदनं भीमं भेरवगजितम्‌ । : 
रुण्डमालासमाुक्तं पादुकोपरि सुस्थितम्‌ ॥ : 
भद्रकालीसमायूक्तं करालं हृदि विन्यसेत्‌ । z 

| दक्षत्रह्मस्वरूपम_ . वीरस्य दक्षभागे तु दक्षब्राह्मणमास्थितम्‌ । ES 
| a asagi द्विनयनं & श्युज्ञुद्यविभूषितम्‌ ॥ 
| + कः नमस्काराञ्जाल विप्रं शिवध्यानपरायणम्‌ । 

| (ii) vo कामि० - अथ वक्ष्ये ` विशेषेण वीरभद्रेवरं TT 

| 3 महापातकदो षघ्नं सर्वपीडानिवारणम, ॥ 


वीरभद्रमितिख्यातं दक्षयज्ञहरं परम्‌। 
aqua त्रिनेत्रं च ज्वालाकेशं gafeevm ॥ 

i | घण्टामालाधरं घोरं शिरोमालाविभ्रुषितम, । 
| बुर्चिकाभरणं चेव नागयज्ञोपवीतिनम्‌, ॥ 
| नूपुरं विमलं तद्वत्पादौ पादुकभूषितौ । 
नीलकण्ठं च त्र्यक्षं च उरुकञ्चुकसंयुतम्‌ d 
i खड्गखेटधनुर्बाणं कपालं भिण्डिपालकम्‌। _ 
| रक्तवणंसमायुक्तमुग्रदृष्टिभयङ्करम्‌_ | | 
एवं ध्यात्वा विशेषेण प्रतिष्ठां घ 

ic M 


जलन्धरहरमूतिः 


रक्ताभमुग्रनयनं द्विभुजं 
श्रीतत्व० 


* 


उपवीतक्षमायृतं 
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मल्लारिशिवः 
य० मणा 


 अष्टंभुजाघोरंमूति: 
To कार० ` ` 


( १८ ) 


faust च त्रिनेत्रं च किरीटकटकान्वितम्‌ | 
सर्वाल द्कारसंयुक्तं कक्षे खड्गसमन्वितम्‌ ॥ 
कृताञजलिपुटोपेतहस्ते चक्रं दधं परम्‌। 


` -मुकुटमणिमयूखप्रो ज्ञि ताशेषरत्नं 


बिमलशशिकलाङ्गं सुन्दरेन्दीवराक्षम्‌ । 
-अनुकृतशशितेजः कुण्डलं चारुहासं 

प्रकटदशनशो भानिजितानेकहीरम्‌ ॥ 
.अंभिनवमणिमुक्ताहारचाम्पेयमाला-- 

विविधकुसुमगुच्छे: शोभिवक्षस्थलाढयम्‌ | 
सफणपवनभुग्दोदेण्डभूषाभिरामं 

करडमरुनिनादे: पूरितद्योखगर्भम्‌ ॥ 


` त्रिभुवनभवनेशं पीतकोशेयवासं ` 


दनुजदहनदक्षं प्रस्फुरत्खड्गहस्तकम्‌। 
भुजगफ'णसुगुप्तँ भू षणेन्यस्त TT 
_ प्रणतवुरकिरीटव्याप्तपादारविन्दम्‌ ॥ 


— सितहयवरपत्रं हारसंभूषिताङ्गं 
 परिवृतमतिषोरँः सप्तभिस्सारमेयैः | 
* कनकगिरिंसंमा भं नँशचूर्णाभिरामं- 


„ सकलनिगमगुह्यं नौमि मल्लारिदेवम्‌ ॥ 


ग्रथ ` वक्ष्ये विशेषेण सरवलोकंकपावनम्‌/। 


` सर्वयृद्धजयं : चेव ब्रह्महत्यादिनाशनम्‌ ॥ 
' महापातकदोषघ्नं गुरुद्रोहनिवारणम्‌ । 
'शिवद्रव्यापहारं च उपपातकनाशनम्‌ |i 
सर्वेर्वर्या निवृ द्वचर्थं परमोक्षनिरासनम्‌ | 
अंघोरास्त्रेशवरं भीमं स्थापनं वक्ष्यते श्रुणु ॥ 
्रनेत्राष्ट भुजं, भीममुग्रदष्टाकरालकम्‌ | 
कालमेघसमं - घोरं रक्तवस्त्रसमन्वितम्‌ ॥ 
| ज्वालाकेशसमायूक्तं कृशानुनयनैयु तम्‌ । 


-Aaaa भस्म ललाटोपरिशोभितम्‌ ॥ 


भुजाभ्य्रां त्रिशिखा तिर्यक्‌ वेतालं खड्गमेव च । 


, इमरूं च कपालं 'च खेटकं खड्गमेव च: ll 


रक्तवस्त्राम्बरोपेतं रक्तपुष्पसमन्वितम्‌ | 


, रफ्ताभरणसंयुक्‍तं खड्गमालाविभूषितम्‌ ॥ 


शिरोमासाविभूष्यं च नागयज्ञोपवीतिनम्‌ । 


५ वृर्चिकाभरणं कण्ठे कालाग्निसदृशप्रभम्‌ ॥ 


एन्‌ ध्यात्वा महाघोरं द्वात्रिषाल्लक्षणान्वितम्‌। 
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( १७९ ) 


vef च समीपे वृषभं aati 
एवं संकल्प्य विधिवत प्रतिष्ठां PRATA: | 


दशभुजाघोरमू्तिः TUI डमरू endet बाणशरासने । 
(1) पाञ्च० शूलं - कपालमभयवरौ दधतमिष्टदम_॥ 
- त्रिलोचनं भीषणास्यं नीलाङ्गं रक्तवाससम्‌ ] 
अहिंभूषितसर्वाद्भ तमघोरमुपास्महे ॥ 
(1) ललितोपा० महाकालो घनश्यामः काल्यालिज्लितविग्रह: | 


व्यामकञ्चूकधारी च मदाइणविलोचनः ॥ 
ब्रह्माण्ड - चषके पूर्ण पिबन्विशवरसासवम्‌ । 
महाकालीं  घनश्यामामनङ्गाद्रामपा ङ्गयन्‌ ॥ 
. सिंहासने _ समासीनः कल्याणकलनात्मके । 
कालमृत्युमुखेयूःक्तस्सवंलोक्रकभक्षकः | 


ललिताध्यानपम्पन्नो ललितापूजनोत्सुकः । 
वितस्वन्ललिताभक्तेष्वायुषो दीषघंदीघंताम्‌ ॥ 
द्रात्रिशरभुजाघोरमूरतिः एक्रवकत्रं सदानन्दं द्वात्रिशद्भुजसंयुतम्‌ d 
शिवतत्वर्‌€ जटामकुटसंयूक्तं त्रिनेत्रं चन्द्रशेखरम्‌ ॥ 


| अभयं खड़गशूलं च चक्र SHER तथा । 
| दधानमस्यिबाणौ च गदां पद्मं कपालकम_॥ 
ज्ञानमुद्रां कुलहस्तमद्धू शं चाक्षमालिकाम्‌ d 
खट्वाङ्गं परणु चैव दधानं दक्षिणे: करें: ॥ 
वरं च फलकं da zg पाशं च मुद्गरम्‌ । 
नागमरिनं मृगं घण्टां धनुश्च कटिहस्तकम्‌ d 
| रत्नं च कुमुदं कुम्भं मुसलं पुस्तक तथा । 
एतदायुध-पंयुक्तां रुण्डमाला-विभूषितम्‌ ॥ 
कालमुण्डस्थ शिरसि स्थितम्‌ सर्वाभयप्रदम्‌ d 


| ge^ ङ्कालभिक्षाटनमूर्ती यथा 


| १. .कङ्कालमूतिः ag agag लक्षणं वक्ष्येऽधुना । 
| (i) sre आ० पादौ तु पादुकोपेती वामपादं तु सुस्थितम्‌ ॥ 
| E गमनापेक्षया ` सव्ग्रपादमीषत्समुद्धतम्‌ | 
शुद्धव्वेतनिभ वर्णं ` सर्वाभरणभूषितम्‌ ॥ 

रक्तकञ्चुकबद्धाङ्गं जटामकुटमण्डितम्‌ । 


‘adam च वामे सव्येन्दुशेखरम्‌ ॥ 
इसितं वकूत्रसनधार्य्य सुगेयगणसेवितम्‌ | 
किञ्चित्प्रकाशितान्तस्स्थदशनांशुविलासितम्‌ ॥ 
गेयश्रृज्धा रसंयुक्त मास्यमेवं प्रकल्पयेत्‌ | 
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( १६० ) 
aut कुण्डलसंयुक्तौ वामे Teed d at ॥ | 
पूवहस्तद्दयोर्वामे ढक्काकसव्ये [रकम्‌ । 


दक्षिणं हरिणीवकत्रे व्यापितं? सिहकर्णवत्‌ ॥ 
वामहस्ते तु पिञ्छं च कङ्कालास्थि च धारयेत | 
तदस्थ्याकृति निर्मासं द्विपादं द्विकरारि वतम्‌ ॥ 
कृष्णश्यामनिभाकारमपाने दण्डवेशनम्‌ | 
दण्डे कङ्कालपादी gl रज्जुना बन्धयेद्बुध: i 
केतुकि ्किणिनेत्राभ्यां निष्कान्तरुधिरं तृ वा 
एतत्कद्भुकालनाम्ना तु वामस्कन्धोपरि न्यसेत्‌ ॥ 
अनेकभूर्तैर्जायाभिस्सेवितं त्वादरान्विते: | 
बलिपात्रधृतं भूतं ars गमनास्वितम्‌ ॥ 
दर्व्या aa तु तत्पात्रे निधायाकृतिजायया | 
किञ्चित्प्रकाशितं योनिसंयुक्तानतवाससा ॥ 
सम्भ्रान्तमनसोपेता जायास्सर्वास्त्वनेकशः | 
व्या घ्र चर्माम्ब रोपेतं दुकूलवसनान्वितम्‌ |) 
pee te? i दक्षिण कटिपार्श्वं तु छरिकां चैव बन्त्रयेत्‌ । 
EU | उभयोर्पाइवयोहस्तं नानानागविभूषितम्‌ ॥ 
ऋषिभिदेंवगन्धर्व सिद्धविद्याधा रादिभिः | 
हृदये$ञजलिसंयुक्‍्तेस्सं भ्रान्तमनसा न्विते: Il 
आत्मानीतस्वमानान्तं सेवितं तै: सुपुजितम्‌ । 
वीथीस्संमाजंयेद्वायुः पर्जन्यो जलसेचनम्‌ ॥ 
पुष्पवृष्टिकृतो देवा ऋषयः स्तोत्रपाठका: | 
ऋभ्यजुस्सामाथवंशच स्तुति कुर्यात्पदेपदे ॥ 
Wat च कसं च कदम्बं सुषिरं तथा। 
श ध्वनिसमायुक्तं पञ्चशब्दा महारवे॥ 


i 
] 


तुम्बुझ्नारदादेश्च गेयकमं सलक्षणम्‌ | 
छत्रं धृत्वा रविश्चन्द्रश्चामरान्दिव्ययोषितः 11 
CAD rps "पादे पादुकसंमुक्तं चतुर्दोभिस्समन्वितम्‌ | 


Doe ` TGA शान्तं च गमनोन्मुखमीइवरम्‌ ॥ 
"FERE enm आबद्धक्षुरिकं सौम्यं PTH टोज्ञ्वलम्‌ | 
^ क्षौमास्बरं सितं SUG तं विभूषणम्‌ ॥ 
= . सशङ्कपन्रिका.वामे दक्षिणे नक्रकुण्डलम्‌ | 
TA दक्षिणं कुञ्चितं दं वामपादं तु सुस्थितम्‌ ॥ 
सभञ्गयृतं वाभि कान्तियुक्तनिजाङ्गकम्‌ | 

. प्रहर दक्षिण हस्ते ढक्कां वामे तु पूर्व॑यो 
TJA ENTE लाग्रं लु कृष्णाभिह्ठाग्रगं भवेत्‌ । 
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( tet ) 


वामे करे परे पिञ्छदाइक कालदण्डकम्‌ I| AS 
उभयादण्डय़ामूल॑ स्कन्धमूलोपरि स्थितम्‌ । ae 


नानागणसमायुक्तं नानाभूतसमाक्ुलम्‌ ॥ 
स्वसव्ये yaga स्थबलिमात्रेण संयृतम्‌ । 
नानारूपधरभूतेरनेकंःपरिवारितम्‌ "n 


भेरिकाकाहलाद्याद्चर्गाननृत्तरवाकुल: । 

योपितश्चानवद्या ङ्गघो  मत्प्रेक्षावश्यमोहिता: ॥ 

स्रस्तभूषणवस्त्राद्या बलिदानसमुन्मुखा: । 
आशीर्वादान्विता: aaa काञ्चिदालिङ्गतो मुखाः ॥ | 
योवितो दववक्षास्यस्तननाम्यन्तसीमकाः । 
(111) To कार्‌० - चतुर्भुजं त्रिनेत्रं च कषर्दमकुटान्वितम्‌ । 
| पाद पादुकसंयुक्तं किड्चद्वे गमनोन्मुखम्‌ ॥ 
सर्वाभरणसंयुक्तं यज्ञ सूत्रोपशोभितम्‌ | 
Te तु वामकर्णे तु दक्षिणेन च कुण्डलम्‌ ॥ 
क्षौमवस्त्रधरं कुर्याइक्षिणे क्षुरिकायुधम्‌ । 
| डमरू ` वामहस्ते तु प्रहरं दक्षिणे करे॥ a 
कङ्कालदण्डमूलं तु पिञ्छदण्डस्य मूलकम्‌ । 
वामे त्वपरहस्तेन 'सङगृहीतं तु कन्पयेत्‌ ॥ 
| | ` उभयोदंण्डकाग्रं तु अंसकोपरि विन्यसेत्‌ । 
| कृष्णामुखगतं हस्तं दक्षिणेऽपरहस्तकम्‌ ॥ 
नानानागसमायुक्तं किचित्प्रहसिताननम्‌ । 
बलिपात्रधरं भूतदेवं वामे तु कारयेत्‌ ॥ 

भिक्षादातो न्मुखस्त्री मिर्मो हिता भिस्समाकुळम्‌ 

नानाभूतसमायूक्तं नानालीलासमन्वितम्‌ ॥ 
ढक्कासंयुक्तहस्तं तु वरदं चेति कीतितम्‌ d 
हरिणीजिह्वया हस्तस्याग्रमालेपितं कुरु ॥ 
कङ्कालधारिणं हस्तं कटकं चेति कीतितम्‌। | 
कक्षतुल्यं तु तस्याग्रं यमं दोर्मणिबन्धयोः ॥ | 
बिम्बस्य त्रिमुखं वापि सार्धेत्रिमुखमेव 
कास्थेद्भ.तरूपाणि पञ्चतालेन 
देवस्तनसमोच्चं वा कक्षोच्चं 
'नारीस्संकल्पयेद्धीमानुभयो 


(iv) शिल्प० 
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रत्नकञ्चुकबद्धा जग जटामकुटमण्डितम | 
धुधू रपुष्पं. नागं च वामे दक्षेन्दुशेखरम ॥ 
किचित्प्रकाशितान्तस्थदशनांशुविराजितम, । 
दक्षिणं हरिणीवकूत्रे व्यापितं सिंहकर्णवत्‌ ॥ 
वामहस्ते च दण्डं तु कङ्कालास्थि च धारयेत्‌ । 
तदस्थ्यक्ृतिनिर्मासं द्विपादं द्विकरान्वितम्‌ ॥ 
POAT भा का रमपाने दण्डवेशनम्‌ | 
कङ्कालपादौ द्वौ रज्जुना बन्धयेद्वृध: Gi 
केतुदण्डन नेत्राभ्यां निष्क्रान्तं afat तु ara 
एवं कद्कालदण्डं तु वामस्कन्बोपरि न्यसेत्‌ ॥ 
बलिपात्रधृतं भूतं वामेऽग्रे गमनान्वितम्‌ । 
दक्षिणेऽन्नं तु acd निधाय कृतजायया ॥ 


oy, 


qu 


किञ्चित्प्रकाशितं योनिसंयुतानतवाससा । 
सं श्रान्तमनसोपेतं जायास्सर्वास्त्वनेकशः ॥ 
व्या घचर्माम्ब रोपेतं दुकूलवसनान्वितम्‌ | 
दक्षिणे कटिपाइवे तु क्षुरिकाइ्चँव बन्धयेत्‌ ॥ 
क्षुरिका. हैमसंक्राशा रूपबंधसमन्विता | 
यक्षकिन्नरसिद्धाद्यैस्सेवितं पूजितं नुतम्‌ ॥ - 


चामरेरकचन्द्राभ्यां वीजितं vagad: । 
अण्डानां सुस्थितार्थं तु सर्वलोकोपकारकम्‌ ॥ 
ङ्कालमोचनार्थं तु स्यात्‌ Fg NA: । 
अथ वक्ष्ये विशेषेण भिक्षाटनमहेश्वरम्‌ | 
पादौ पादूकसंयूवतौ वामपादं तु सुस्थितम्‌ ॥ 
ईषदुद्धत्य सव्यं तु पादं तु गमनोत्सुकम्‌ | 
ललाटमध्यमासव्ये नवाष्टौ वा यवान्तरे॥ 
पादौ पाढुकसंग्रकतो पादुकारहितौ तु वा। 
सुविक्रोणेजटाभार जटामण्डलमेव बवा ॥ 
वृत्तबन्धजटा वाथ TAST नतातनम्‌ | 
ललाटपट्ट मंयूकतं करोत्वर्धेन्दुशेख रम्‌ ॥ 
सर्वाभरणसंयुक्तं  करटिसूत्रविवजितम्‌ | 
शुद्धसवेतनिभं वर्णं नानानागविभूषिठम्‌ l 
दक्षिणे पूर्वंहस्तं तु मृगस्यास्यान्तिक्कं भवेत्‌ | 
वामे तु पूर्वहस्तं तु वरदं स्यात्कपालधृक्‌ ॥ 
दक्षिणे परहस्ते च डमरू च ua द्विज! | 
वास तु झिखिपिङ्छं च कतेव्यं त्वतिशीतलम्‌ ॥ 
सितवस्त्रोत्तरीयं च नागेन कटिवेष्टितम्‌ | 
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( १८३ ) : 


E i उवेतयज्ञोपवीतं तु नीलकण्ठं त्रिपुण्डधुक्‌ ! 
पद्मपीठोपरिष्टात्तु शेपं कद्भालरूपवत्‌ | 

(i) उ० «fo |. एप एव परो देव: नग्नः कद्भालवर्जित:। 

tt विकीणभियपाइर्वस्थजटालकविभूषितः ॥ 

कटिदेशे wader: फणिसत्रेण वेष्टित: । 

सत्कपांलं च वरदं वामहस्तं तु कल्पयेत्‌ ॥ 

| ` दिव्यढक्कासमायुक्तं वामस्थमपरं करम्‌ । 
| ; fafafisgat कुर्यात्सव्यस्थमपरं ' क्रम्‌ ॥ 
| व्यालपाब्व॑स्थित: कार्य: पूर्वमव्यो ATAT: | 
| ` सव्यं कोणसमायुक्तमथवा परिकल्पयेत्‌ ॥ 
कपालहस्तपृष्ठं तु नाभिदध्तं प्रकल्पयेत्‌ । 

डमरूच्चं तु कर्णान्तं तद्वस्तमणिबन्बनात्‌ ॥ 

कर्णान्तं NAA: AT कङ्कालवद्भवेत्‌ | 

भिक्षाटनो qx: प्रोक्तः प्रथ्विष्णुयृतो न वा ॥ 

(iii) सुऽ ate सृष्टिमूर्तें: कपालं तु स्थितिमूर्ते; कलेबरम्‌ । 
डमरुकसमोपेतं भस्मसपरैलङः कृतम्‌ ॥ 

कण्ठे (स्कन्धे) शूनसमायुक्तं छन्नवीरसमायृतम्‌ | 

पादुकोपरि पादौ च सर्वभूतसमावृतम्‌ ॥ 

MAE S एवं भिक्षाटनं वत्स | कामनाशमथ TT ॥ E 
(iv) कार० आ० . त्रिनेत्रं चतुभु ज॑ नग्नरूपं किचित्स्मिताननम्‌ । E 
koe ` _ आंवृतालडकृताभद्धी पादे पादुकसंगुतम्‌ ॥ p. 
दक्षिणे तु कराग्रं तु हरिणास्यानुगं भवेत्‌ । 

दक्षिणापरहस्तं तु डमरुकयूत॑ भवेत्‌ ॥ 

=) ` वामे कपालहस्तं तु अपरं पिञ्छधारिणम्‌ । 

कुञ्चितं दक्षिणं पादं वामपादं तू सुस्थितम्‌ ॥ 

-सभङ्गस्थानकं कुर्याद्‌ गमनोन्मुखरूपकम्‌ । 

कपालोपेतहस्तस्य पृष्ठं नाभिसमं भवेत्‌ ॥ 

ij i . शेषं सर्वं विशेषेण कड्छालस्योक्तवद्भवत्‌ | 
(४). rero - sv अथ भिक्षांटनं वक्ष्ये पादौ पादुकसंयुतो । 
सुस्थितं वामपादं तु गन्तुं दक्षिणमुद्ध,तम्‌ ॥ | 
सुविकीर्णजटा भार जटामण्डलमेव वा । 

. faa (वृत्त)बन्धजटा वाथ उपानरहितं 
_ ललाटपट्टसंयुक्तं 

' सर्वाभरणसंयुक्तं को (क) 
शुद्धश्वेतनिभं ` प्रोक्तं 


iy 
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वामे तू शिखिपिञ्छं तु सितवस्त्रोत्तरीयकम | 
इवतयज्ञोपवीत तु कटो नागेन वेष्टितम n 
नीलकण्ठं त्रिपुण्ड्राढयं पद्मपीठोपरि स्थितम | | 


कङ्कालमूतिवच्छेषं सर्वमत्र विशेषतः ॥ 
रुद्राः 

एकादशरुद्राः-स्वरूपम्‌ EDT जास्त्रिनेत्राइच जटामकुटमण्डिताः । | 
(i) अ० आ० शुक्लवस्त्रधरास्सर्वे शुक्‍लवर्णा: प्रकीतिता: ॥ | 
सपादस्थानकास्सव पद्मपीठोपरिस्थिता: । । 
सर्वाभरणकयुक्ताः स्व पुष्पे रलङ कृताः ॥ | 

अभयं परशुं सव्ये कृष्णं वरदवामके । 

नामानि महादेवरिशवो रुद्रः शङ्करो नीललोहितः ॥ 


ईशानो विजयो भीमो देवदेवो भवोद्भवः | 
कपालीशइ्च (विज्ञेया रुद्रा एकादशाः? पराः ॥ 
(ii) aao अजैकपादहिबु ent faamaaa रेवत:-। 
हरश्च बहुरूपश्च त्र्यम्बकश्च सुरेश्वर: ॥ 
रुद्रा एकादश प्रोक्ता जयन्तश्चापराजितः । 
१. अजः अथ रुद्रान्प्रवक्ष्पामि बाहुषोडशकान्वितान्‌ । 
(1) विश्व ० अजनामा महारुद्रो धत्ते शूलमथाङकुदम्‌ ॥ 
| कपालं डमरं wd मुद्गरं च सुदर्शनम्‌ । 
अक्षसूत्रमधो दक्षे तथा वामे कराष्टके॥ 
तर्जेनीमू्ध्वंतस्तत्र खट्वाङ्गं तदधः करे। 
गदां च पट्टिशं घण्टां, शक्तिपरशुकुण्डिकाः ॥ 


२. एकपादः एकपादाभिधो विश्रतक्ष्वेडादः स्याद्वहन्‌ शरम्‌ । 
(i) fase. चक्रं उमरूकं Yet मुद्गरं तदधो वरम्‌ ॥ 
अक्षसूत्रमधो वामे खट्वाङ्गं चोध्वंहस्तके | 
agii कपालं च कौमुदीं तर्जनीं laen ॥ 
परशुं चक्रमाधत्ते क्रमाद्वाह्वष्टके स्विति । 
अनेकभोगसंपत्ति कुर्ते यजनात्सदा ॥ 
(11) श्रींतंत्व० ध्यायेत्कोटिरविप्र भं त्रिनयनं शीतांशुगङ्गाधरम्‌ 
; es हस्ते CDU वराभयकरं पादेकयुक्तं विभुम्‌ । 
शंभोदेक्षिणवामकक्षभु जयोत्र ह्याच्युताभ्यां स्थितं 

तत्तत्लक्षणमायुर्ध: परिवृतं हस्तद्वयाढयाञ्जलिम्‌ ॥ 
ब्रह्माण्डप्रलये सुसंस्थितपदं ब्रह्माण्डमध्यस्थितं 
| ह्येवं लक्षणसंयुतं पुरहरं पादैकमूर्तीकृतम्‌ | 
टि०-एकपादमितिल्यातं सुखासीनम्‌ । रक्तवर्ण: पक्षान्तरे शवेतव्णोऽि प्रसिद्धः ॥ 
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२-अहिवुध्न::. अहिवु ध्तो गदां चक्रं चासि डमरुमुद्गरो । Roy 
i faao ` --- ` शूलाङ्क शाक्षमालाइच दक्षोध्वाध: करैः क्रमात ॥ 
कनक काकः तोमरं पट्टिशं चर्म॑ कपालं तर्जनीं घटम्‌ । COME 
i शक्ति परशुकं वामे दक्षवद्धारयत्यसिम d 5$ 
४. विरुपाक्ष विरुपाक्षस्ततः खड्गं qa डमरुकाङ्क शौ 
विश्व . सर्प चक्र गदामक्षसूत्रं विभ्रत्कराष्टके ॥ 
| a खेटं खट्वाद्धुकं शक्तिं qup तर्जनीं घटम्‌ । : 
| bo घण्टाकपालकौ चेति वामोर्ध्वादिकराष्टके ॥ 
| 2 रन .. . रेवतो दक्षिणे चापं खड्गं शूलं गदामहिम्‌ । ie 
| विश्व, . चत्राङ्कू शाक्षमालास्तु धारचन्नू्वमादितः ॥ e 
er धनुः खेटं च खट्वाङ्गं घण्टातज॑निकां तत: | E 


परशु पट्टिशं पात्रं वामवाह्व (ष्ट) के$कवत ॥ 

हे . सवेसंपत्करो AT जायते वार्चेन,दभशम। 
६ ठर हराख्यो मुद्गरं चेव डमरुं शूलमङ्क शम्‌ । 
fasqo _ 4: गदा ataga धारयन्‌ दक्षिणोध्वेत: ॥ T 
dss पट्टिशं तोमरं शक्तिं qup तर्जनीं घटम्‌ । ? 
खट्वाङ्गं पट्टिकां चेति वामोर्घ्वादिक्रमेण तु ॥ 

७. बहुरूपः . ` बहुरूपो amga डमरुं च giagi 
विइव० ` सपं शूलाङ्क शौ चैव कौमुदीं जपमालिकाम्‌ ॥ 
u pure ` घण्टाकपालखट्वाद्ध॑ तजंनीं कुण्डिकां धनु: | 
qu पट्टिशं चेव वामोर्ध्वादिकराष्टके ॥ 


| ८; त्र्यम्बक: ; ज्यम्बको5पि दर्धच्चक्र डमरुं मुंदगरं शरम्‌ I 
| विश्‍व 077 5000  शूलाङ्कशाहिजाप्यं च दक्षोर्ध्वादिक्रमेण हि। न 
कधी एता गदाखट्वाङ्गपात्राण कामुकं तर्जनीघटो ॥ 
jl 7७5 ११०००० परशु पट्टिशं चैव वामोर्ध्वादिकराष्टके । 
| ९. सुरेशवरः 4o ` सुरेश्वरो हि उमरुं चक्रं qure शावपि | 
| विद्व० poe Yen | शरं ayant चापि दक्षबाह्वष्टके त्विति ॥ 
`= `= : पङ्कजं परशु घण्टां पट्टिशं तर्जनीं धनुः । 


cbatebesm डक खट्वाङ्गं कारयेत्पात्रं वामेऽष्टकरपल्लवे | 
११ utere „जयन्तो. दशमो रुद्रोऽप्यङ्भ शं 
शूलाहिडमर..- बाणमक्षसूत्रं 


~ 


११: अपराजित 
विइव० 
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१. सद्योजातः 


२. वामदेवः 


३. अघोरः 


५; ईशानः ' 


६. षड्भुजो मृत्युञ्जयः . 


सद्योवामोऽघोर तत्पुरुषावीशान एव ` च। 
मृत्युञ्जय्रशच विजयः किरणाक्षोऽघोरास्त्रकः ॥ 
श्रीकण्ठशच महादेवो SARAFIAN स्मृताः | 
शुक्लाम्बरधरं देवं शुक्लमाल्यानुलेपनम्‌ | 
शुकलोष्णी षं 'शुक्लनेत्रं शुक्लयज्ञोपवीतिनम्‌ ॥ 


. जटाभारसमायुक्तं बालेन्दुकृतशेखरम्‌ | 
.. त्रिलोचनं सौम्यमुखं चतुःकुण्डलभूषितम्‌ ॥ 


दिव्यदेहं महाकायं नवयौवनमण्डितम्‌ | 
महाभुजं महोत्साहं वरदाभयपाणिकम्‌ ॥ 
रक्ताम्बरधरं देवं रक्तयज्ञोपवीतिनम्‌ । 
रक्तोष्णीषं रक्तनेत्रं रक्तमाल्यानुलेपनम्‌ ॥ 


जटायां saad च त्रिनेत्रं तुङ्कनामिकम्‌। 


महारकतं महाबाहुं शूलखट्वाङ्गधारिणम्‌ ॥ 
रक्तास्यं रक्तनयनं ? रक्तकुण्डलधारिणम्‌ d 
सर्वाळड्कारसम्युक्तं सर्वाभरणभूषितम्‌ ॥ 
करालदंष्ट्रं विकटास्यं सपंशीर्ष त्रिलोचनम्‌ | 
मुण्डमालाधरं देवं सर्पंकुण्डलमण्डितम्‌ ।। 


भुजङ्गकेयूरधर्‌ं ` सर्पहारोपवीतिनम्‌ । 
Tad कटिसुत्रंच गले वृह्चिकमालिकाम्‌ ॥ 
नीलोतपलदलश्याममतसी पुष्पसन्नि भम्‌ | 
भुद्धभूभक्षजटिलं शशाडूकृतशेखरम्‌ ॥ 


तक्षक कर्कोटकं च पायूनेत्रे पुरौ कृतौ ।. 


भघोरसंज्ञकं . हेतुं कालरूपमिवापरम्‌ ॥ 
महावीर्यं ` महोत्साहमष्टबाहुं महाबलम्‌ । 
-रिपुसैन्यं त्रासयन्तं निवेशो यत्र: भूतले ॥ 
खट्वाङ्गं च कपालं च खेटकं पाशमेव AI 


` वामहस्तचतुष्केण शस्त्राणां च चतुष्टयम्‌ ॥ 


त्रिशूलं कलशं खड्गं दण्डञ्चैवारिमदेनम्‌ | 


करेषु वै दक्षिणेषु चैतदस्त्रचतुष्टयम्‌ UW 


पीताम्बरधरं देवं पीतयज्ञोपवीतिनम्‌ । 
मातुलिङ्गं करे वामे अक्षसूत्रं च दक्षिणे ॥ 


- , शुद्धस्फटिकसङ्काशं जट।चन्द्रविभ्ूषितम्‌ t, 
त्रिनेत्रं शूलहस्तं च वामे धृतकपालकम्‌ || 
* कपालमालिनं - शवेतं gT । 


ब्याघरचमंधरं रद्र नागे्दरोरुवि भूषितम्‌ ॥ 
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त्रिशूलं चाक्षसूत्रं च विभति दक्षिणे करे । 

कपालं कुण्डिकां वामे योगमुद्रां . करेंद्रये ॥ 

७. विजयः एकवक्त्रं त्रिनेत्रं च शशाङ्ककृतशेखरम्‌ । 

नृहल्ललाटकापोलं कम्बुग्रीवं सुशोभनम्‌ ॥ 

। "qus महाबाहुं शूलपद्धूजधृत्करम्‌ । 
j दिव्यरुूपधरं देवं वरदाभयपाणिकम्‌ ॥ 


८, किरणाक्षः  चतृभूजं महावक्षःशुक्लाक्षं सूत्रपाणिकम्‌। 
पुस्तकाभयहस्तं च वरदाक्षं त्रिलोचनम्‌ ॥ 

९. अघो रास्त्रः ` ज्वलत्प,वकसङ्काशं खड्गहस्तं त्रिशूलिनम्‌ । 
महाक्रोधकरं देवं मायाकृतमहाग्रहम्‌ ॥ 

१०. श्रीकण्ठः चित्र सूत्र वस्त्र धर चित्रयज्ञोपवीतिनम्‌ । 


चित्ररूपं - महासत्यं चित्रेश्वर्यंसमन्वितम्‌ ॥ 
चतुर्बाहुं चँकववत्रं सर्वालङ्कारभूषितम्‌ । 
Wed धनुः शरं खेटं रशाङ्कूकृतशेखरम्‌ ॥ 
११ महादेवः _त्रिलोचनइचतुर्बाहुः ˆ शुक्लाक्षः सुकरद्वयः | 
! दक्षेण पाणिना पूर्ण वंशामृतरसं पिवत्‌ ॥ 
धृतमुव्ताक्षसूत्रशच महादेवो धनोजितः । 
महारचर्यप्रदायी च रुद्ररचेकादश: . स्मृतः ॥ 

| -विद्येशवराः 
| (i) fr» ध०-स्वरूपम्‌ दिग्वर्णा जटिल्स्त्यक्षाइ्श रत्रिशुलधारिण: । 
पुटाञ्जलिकरास्सवें विद्येशाश्चैकव ETE ॥ 
नामानि अनस्तरच त्रिमूतिश्‍च सूक्ष्म: श्रीकण्ठ एव च | 
| शिवर्शिखण्ड्येकनेत्र एकरुद्ररच ते क्रमात्‌ ॥ 
अनन्तेशस्तथा सूक्ष्मरिशवोत्तमश्‍चेकनेत्रक: । 
एकरुद्रस्त्रिम्‌तिश्‍च श्रीकण्ठरच शिखण्डिनः ॥ 
स्वरूपम्‌ अष्टविद्येशवरा ह्येते त्रिनेत्राषच चतुभुजाः। 
अभयं वरदोपेताष्टड्कुशूलध रास्तथा ॥ 
रक्तकुन्दस्तथा नीलं पीतं कृष्णं च pg मम्‌ । 
अरुणं भिन्नाञजनप्रण्यं क्रमाढिद्येशेवर्णकम्‌ ॥ 


(1) Jo Po , 


जटामकुटसंयुक्ता उपवीतसमन्विताः i 
सर्वाभरणसंयुक्ताश्शान्तवक्‌त्रसमत्विताः " 
विद्येशाकृतिरेवं स्याद दिक्पालाकृतिरुच्यते । 
| १ अनन्तः' अंनन्तस्चतु भु जस्सौम्यस्सर्वामरणभुषितः ` ema 
| - जपापुष्पनिभाकारः करण्डमकुटान्वितः ॥ 


| अ० आ० a 
| सितवस्त्र धर: शात्तस्त्रितेत: प्मसंस्थितः I 


अभयवरदोपेतो गङ्गा (टङ्क?) araga: ॥ 
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v fafa (i) ero ato 


| (ii) Se कामि० 


३. Gea: 
Ho आ० 


४, श्री कण्ठः 
अ० आ० 


EX 
, ° आ०- 


EX ` 


“So sio ` 


` ७. एकनेत्रंः | 
: Wo आ० ` an. 


15. एकरूद्र:--अ० Alo 


( tsa ) 

` : एकरुद्रमिवात्रेव fafi चेव करयेत्‌ | 
रक्तवर्ण स्त्र नेत्रशच वरदाभयहस्तकः | 
कृष्णापरशुसंयुबतो जटामकुटमण्डितः ॥ 
ऋज्वागतस्तर्थंकेन पादेनापि समन्वित: | 
दक्षिणोत्तरयोश्चैव पाश्‍वेयोरुभयोरपि ॥ 


कटिप्रदेशादुर्ध्वे त्‌ ब्रह्मविष्णूध्वेकायय॒क | 
सत्रीमानवत्तयोर्मानं ब्रह्म विष्ण्वोत्तू कल्पयेत्‌ ॥ 
कृताञ्जलिपुटावेकपादयुवतौ च वा मतौ। 
अथवा शिवलिङ्गस्य पार्द्वयोन्तर्गतौ कृतौ ॥ 
अथवा तो पृथक्‌ स्थाप्यावेकविष्टरमास्थितौ | 
अथवा मध्यमे लिङ्गं प्रृथगालयसंस्थितम्‌ ॥ 
तस्य सप्येऽप्यसव्ये च ब्रह्मविष्णू तथा मतौ । 
पृथगधामस्थिता बैकधामस्था वा त्रिमूर्तयः ॥ 
संरिलष्टधामयुवता वा ब्रह्मविष्णुशिवा मताः d 
पुर्वास्या:. पर्चिमास्या वा परिवारादिसंयुताः ॥ 
भिन्नप्राकारगा वापि एकप्राकारसंस्थिताः | 
ृत्तमू्त्यादिदेवा वा स्थापनीयास्तु मध्यमे ॥ 
एवं - लक्षणमादिप्टं प्रतिष्ठाविधिरुच्यते 1 
सूक्ष्मो नीलनिभइ्शान्तो हेमवस्त्रधरः IT | 


agy जस्त्रिनेत्रश्च सर्वाभरणभूषितः N 
अभयवरदोपेतटड्कुशूलधरस्तथा up 
ग्रभयवरदोपेतटङ्कुशूलधरः पर: l 


रक्तवस्त्रसमायुक्तः पद्मपीठोपरि स्थित: i 
श्रीकण्ठं ह्येवमाख्यातं नागदेवमथोच्यते । 
शिवोत्तमः स्वेतवर्णव्चतुर्दोभिस्समन्वित 

सर्वाभरणसंयुक्तर्शुक्लवासोपवीतक 1 
नेत्रद्धयसमायुवत करण्डमकुटान्वितः | 
अभयवरदोपेतरगूलपाशध रश्शुच्ि m 
पद्मपीठोपरिष्टात्त स्थानकस्समपादकः । 


शिख्डिस्त्वञ्जनाभस्तु चतुभू'जसमन्वित 
करण्डमकुटोपेतस्सर्वाभरणभूषित u 


रक्तवस्त्रधरर्शान्तर्त्व भयवरदान्वितः td 


ख ड्गलेटकसंयुक्त: पद्मपीठोपरिस्थित: ॥ 
एकमेत्रश्चतुर्बाहुर्ेत्रत्र यसम न्वित: । 
क्षौमवस्त्रवरइशान्तो eee “RAAT: | 


_ जटामकुरसंयुक्‍तस्सर्वाभरणभूषित: E 7 


अभयवरदोपेतष्ट ङ्कुशूलस मन्वितः ॥ 
vaag त्वेकरुद्रं कुर्याद्विशेषतः | 
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( १८९ ) 


मत्यष्टकम्‌ 

i e ^ 
(i) वि० धृ०-तामानि शर्वो भीमो महादेवो ९४: पशुपतिभव: । 
उग्र ईशान . इत्यष्टो मूतयरिशिवसन्निभाः 11 
स्वरूपभ्‌ मृगाडूनचूडामणयो जटामण्डलमण्डिता: । 
४. परका त्रिनेत्रा वरखट्वाङ्गविशूलवरपाणायः u 
| (उ) प्रूर का०-नामानि भवश्शर्वस्तथेशनपञुपत्युग्रकस्तथा । 
« Sa भीमो महादेवः कीतितास्त्वष्टमूर्तयः ॥ 
स्वरूपम्‌ चतुभ्‌ जास्त्रिनेत्राइच जटामकुटधारिणः । 
अभयं वरदोपताप्ट ङ्कुकृष्णधरास्स्मृताः ॥ 
सर्वाभरणसंयुक्ता रक्तक्षौमधरा इमे । 
वर्णाः Yat श्यामं च रक्तं च कृष्णं गोक्षीरसन्निभम्‌ ॥ 
काइमीरं fag नीलं भवादीनां तु वर्णकम्‌ । 
i अष्टपूर्त्याकृतिह्येवं वयूनामाकृति श्रृणु ॥ 
V. sq ee शवंरचतुभ जद्शान्तस्सर्वाभरणभूषितः I 
अ० Ao जटामकुंटसंयुक्तइश ङ्क कुन्देन्दुसन्नि भः H 
i ग्रभयवरदोपेत: खड्गखेटकधारितः | 
पद्मपीठोपरिष्टात्तु स्थानकश्शवं एव हि॥ 
२. भीमः o भोमश्‍्वतुभु'जो-. रोद्रस्सर्वाभरणभूषितः । 
so WIS जटामकुटसंयुबतो ह्यतिरक्तसमप्रभः ॥ 
अभयं वरदं चैव शूलं पाशं च धारयेत्‌ । 
सितवस्त्रधरइचेव ररोद्रदुष्टिस्सदंष्ट्रकः ॥ 
| ३. पशुपतिः अ० आ० पशुपति  अवंवत्कृत्वा स्थापयेद्ेशिकोत्तम: | 
| '४. भव: अ० आऽ भवश्चत्‌ भ्‌ जद्शास्तो जटामकुटमण्डितः | 
~-अतिरक्तसमप्रस्मस्सर्वाभरणभूषितः n 
अभप्रवरदोपेत शूलपाशधरो भवः । 

ईशानादयः TAHT: 

j सा० लक्षणम्‌ ईशस्तत्पुरुषाघो रवामजातक्रमण तु ME 
wo Gic सितपीतकृष्णरक्‍्तारचतुवंर्णा प्रकोतिता: ॥। 
T पंचवकत्रास्स्मृतास्सवे दशदोर्दण्डभूषिता: 1 
खड्गखेटधनुर्बाणकमप्डल्वक्षसूतिण: ॥ 
वराभवकरोपेताइशूलपङ्कजपाणयः 
शुद्धस्फटिकसङ्काशो जटाचन्द्रविभुषितः । 
(i) रूप० . अक्षत्रिशूलह्स्तशच कपाल वामतोऽभथम्‌ ॥ 


1लढवकाक्षकशुलपाणि: | 
(ii)ste कार्‌० वेदाभयेष्टाङ्कु .शपाशटङ्ककप q 
| सितद्यति: पञ्चमुखोऽवतान्मामीशान उच्च परमभ्रकाशः N 


av 
6g 
dv 
4 
EU 


| १, ईशानः 
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२. तत्पुरुष: 
(i) रूप० 
(ग) शे० कार० 


र ३. अघोर: 


(ii) रूप 


(11) शे० कार्‌० 
'४. वामदेवः 
(1) रूप? 


(1) sto कार? 


५. सद्योजत: 
(1) रूप 


NE 
lá 


(ii) se कार० 


महेश: महादेवो वा | 


सु० आ० 


(ST) 


पीताम्बरस्तत्पुरुषः पीतयज्ञोपवीतवान्‌ं à 
मातुलिङ्गं करे वामेऽश्नमाला दक्षिणे तथा ॥ 
प्रदीप्तविद्युत्कनकावभासो विद्यावराभीतिकुठारपाणिः। 


चतुभ्‌ जस्तत्पुरुषस्त्रिनेत्र: प्राच्यां स्थितो रक्षतु मामजस्नम्‌॥ 


दंष्टाकरालवदनं सपंशीर्ष न्रिलोचनम्‌ | 
रण्डमालाधरं देवं सर्पकुण्डलमण्डितम्‌ ॥ 
भुजङ्गकेयुरधरं सपंहारोपवी तिनम्‌ं । 
यो वस्ते कटिसूत्रं च गले वृङ्चिकमालिकाम्‌ |i 
नीलोत्पलदलश्यामं अतसीपुष्पसन्नि भम्‌ | 
विङ्गाक्षं पिङ्गजटिलं शशाङ्कुकृतशेखरम्‌ di 
तक्षकः पुष्टिकरचेव पादयोस्तस्य नूपुरौ । 
अघोररूपकं कुर्यात्कलरूपमिवापरम्‌ ॥ 


महावीर्यं महोत्साहमष्टबाहुं महाबलम्‌ | 
त्रासयन्तं रिपोस्सङ्धं निवेशो यत्र . भूतले । 
खद्वाद्गं च कपालं च खेटक पाश एव च । 


वामहस्तेषु कर्तव्यमिदं शस्त्रचतुष्टयम्‌ | 
त्रिशूलं परशुः खड्गो दण्डश्चँवारिमर्देनः | 
सस्त्राण्येतानि चत्वारि दक्षिणषु करेषु च ॥ 
कुठारखेटाङकुशपाशशुल — कपालढवकाक्षगुणान्दधानः | 


चतुमु खो नीलरुचिस्त्रिनेत्र: पायादघोरो दिशि दक्षिणस्याम्‌ ॥ 


रक्ताम्त्ररधरं देवं रक्तयज्ञोपवीतिनम्‌ | 
रक्तोष्णीषं रन्तनेत्रं रक्तमाल्यानुलेपनम्‌ di 
जटाचन्द्रधरं कुर्यात्तिनेत्रं तुङ्गनासिकम्‌। 
वामदेवं महाबाहुं खड्गखेटकधारिणम्‌ ॥ 
सर्वलङ्का रसं युक्तं रक्तकुण्डलधारिणम्‌ | 
वराक्षमालाभयटङ्कहस्त — स्सरोजकिञ्जल्कसमानवणं' । 
त्रिलोचनइचारुचतुमु' खो मां पायादुच्दीच्यां दिशि वामदेव 
शुक्लाम्बरधरं देवं शुक्लमाल्यानुलेपनम्‌ | 
जटाभारयुतं कर्याद्वालेन्दुकृतशेखरम्‌ ॥ 


त्रिलोचनं सौम्यमुखं कुण्डलाभ्यामलङकृतम्‌ | 
सद्योजातं महोत्साहं वरदाभयपाणिकम्‌ ॥ 


कुम्दैन्दुशङ्कंस्फटिकावभासो 
वेदाक्षमालावरदाभयाङ्कुः | 


. व्यशक्षचतवंकत्र उरुप्रभाव-- 


स्सद्योऽविजातोऽवतु मां प्रतीच्याम्‌ ॥ 
Tat agita नेत्॑द्वादशभियुतम्‌ । 
चतुरास्य चतुर्नासी agi चतुगंलम्‌ ॥ 
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l तनुरेतडिपादं हि ami दशबाहुकम्‌ । e 
` Saefzqure सूर्यकोटिसमप्रभम्‌ ॥ A 
चनद्रांशुहिमशीतं च सर्वाभरणभूषितम्‌ । x 
! ` शुक्लाम्बरधरं देवं शुक्लयज्ञोपवीतिनम्‌ ॥ 6 
| i 2 अभयं शूलपरशु वज्रं wed च दक्षिणे । T 
| ` eee aT च घण्टां वरदवामके ॥ 

gaa महेशं तु शक्तेस्तु लक्षणं श्रृणु । 
BP quai त्रिनेत्रां च सर्वालद्भारसंयुताम ॥ 
n . त्तितम्वतटविस्तीणां मध्यक्षामां स्तनोन्नताम्‌ । 
दक्षिणे चोत्पलोपेतां वामहस्ते स्रजं घरीम्‌ । 
वरदाभयहस्तां वै दुकलवसनान्विताम्‌ d 
करण्डमकुटोपेतामीदवरस्य तु वामके ॥ 
पीठे चेकासने gaat तत्प्रभामण्डले स्थिताम्‌ । x 
|| चन्द्रार्काग्नप्रतीकाशां जगन्मङ्गलकारकाम्‌ ॥ कट 
| | कारयेदीशदरीमेवं वामादीनां शृणुष्व हि d i 


शिवस्य गणादयः 
| नन्दी बिभ्राणं परशुं मृगं करतले ईशप्रमाणाञ्जलि 
(1) so afao भस्मोद्धूलितयाण्डरं arr कलागंगाकपहज्विलम्‌_ | 
: परियायत्रिपुरान्तकं प्रथमतः श्रेष्ठं गणवंन्दितं 
बरह्मेनद्राच्युतपूजिताङि घ्रकमलं श्रीनन्दिकेशं भजे ॥ 
(ii) fio qo | नन्दी कार्यस्त्रिनेत्रस्तु चुर्ाहुमंहा भुजः । 
| सिन्दूरारणसङ्काशो व्याघ्रचमंपरिच्छदः ॥ 
| o  त्रिशूलभिन्दिपालौ च करयोस्तस्य कारयेत्‌ । 
i EHE | शिरोगतं तृतीयं तु iai तथापरम्‌ ॥ ' | 
l re आलोकयानं कर्तव्यं दूरादागामिनं जनम्‌। | 
| (iii) ao go | अथातः सम्प्रवक्ष्यमि नन्दिकेशवरलक्षणम्‌ । 
तस्य स्वरूपसंस्थानं कथयामि तु सम्प्रति॥ 
ब्रह्माद्यं विष्णुभागान्तं कल्पयेत्तस्य चोच्छूयम्‌ । 
पादाधिको भवेज्जेष्ठः कनिष्ठः पादवजि rd 
agai a, विभजत्‌ भागः भरेव 
तत्र भागप्रमाणेन सप्तभागायतो भवेत्‌ ॥ ` 
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त्रिभागायतकं ges त्रिभागं ga कुक्षयो: । 

द्विभागमुच्चैरुदरं च परमास्तत्युत्तमम्‌ ? ॥ 

अर्धभागैक अग्रं च? खुरिका WAANT: | 

पुच्छमूलं भागपादमग्रं कुर्यत्तदर्धतः । 

चतुर्भागायतं पुच्छं भागँकं चाग्रचामरम्‌ ॥ 

तदुत्तमं च सोत्साहं पादकं चोच्छितं क्रमात्‌ । 

घष्टाचामर घर्घ रमालाङकारभूषितम्‌ ॥ i 

श्ुद्धाभरणमप्येवे कुडिकाग्रे समोदका । 1 

मोदका वृषवकत्राग्रे तापसौवदुकाकारम्‌ ॥ 
प्रासादमानतर्चान्तलिङ्गस्थानादि कल्पितम्‌ | 

एकद्वित्रिचतुःपञ्च षट्सप्ताङ गुलकान्तरे ॥ 

मूतिस्थाने तु कतंव्या मूलस्तम्भेश्‍चतुष्किका | 

aga चोच्छुय: कार्यो विष्णुभागान्तदृष्टिकः ॥ 

पादं जानु काट यावदर्चाया वाहनस्य दृक्‌ । 

गुह्यनाभिस्तनान्तं वा सूर्ये व्योमस्तनान्तकम्‌ ॥ 

विलोमे कुरुते पीडामधोदृष्टिः सुखक्षयम्‌ | 

i स्थानं हन्यादुरध्वदृष्टि: स्वस्थाने मुवितदायिका ॥ 

चण्डेशः चण्डनाथो वा चण्डेशस्थापनं वक्ष्ये तल्लक्षणपुरस्सरम्‌ | 
(1) उश कामि — परस्वतन्त्रभेदेन द्विविधं तच्च संमतम्‌ ॥ 
| पुरादौ मध्यमे वाष्टदिक्षु चण्डेश्‍वरालय: । 


धामेशानेऽथ सौम्ये वा सोमेरोद्रान्तरेऽथवा ॥ 
अन्तर्मण्डलदेशेऽन्तर्हारायां वेष्ट्शालके | 
अर्थैकादित्रयस्त्रंशद्धस्तविस्तारसंयृतः m 
धामलक्षणसंसिद्धधामेनापि समन्वित: । 
एकादिसप्त भूम्यन्तं भूमिभागसमन्वितः t 
धामोक्ताकारसंयुक्तो दिक्षु चण्डेश्वरान्वित; | 
इष्टदेवान्वितो वा स्यात्केवलो वा वृषान्वितः ॥ ` 


प्रागुक्तविबिनानीतगर्भाद्येष्टकया यृतः । 
E | मूर्धेष्टकासमायुक्तः स्थूपिस्थापनसंयुतः 
E ` ' ` दक्षिणद्वारसंयुवतः पराङ्गक्चेन्मुनीशवराः! । 
कक a दक्षपूर्वपश्‍चिमदिडमुख: 1 
i S दिडन्यस्तामरविन्यस्तमध्यकुम्भयुतेन च । 
: eia P is ^. धामसंस्थापनेनांड्य: प्रागृकतविधना सह ॥ 
; RS प्रागुक्तगर्भमानाद्यं सर्वमत्र प्रयोज्यताम्‌ । 


पकती oe , श्राकारमण्डपोपेतः परितः परिवारयुक्‌ ॥ 
'रुद्रभक्तस्ततो रुद्रचण्डडचण्डप एव Wd 
नमहाबलस्तथा . वी्यष्टङ्कुपणीरासेवको ॥ 
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( ९९२) 


रुद्रकोपज इत्यष्टमूर्तयः परिवारगा: । 
एते श्वेता महाकायाः कृताञ्जलिपुटान्विता ॥ 
सटङ्कास्तद्विहीना वा वीराद्यासनक्षंस्थिताः | 
कृत्तिवासोऽन्विता वाथ चण्डरूपधरास्तु वा ॥ 
इन्द्राद्या वा तदर्थं तु पीठं वा पूर्वतो वृषः । 
बलिपीठादिपीडान्तं  पूर्ववत्कल्पयेत्तु वा ॥ 
द्वारस्थौ द्वारपौ कार्यों द्विकरौ दण्डधारकौ | 
चण्डानुगञ्चण्डभृत्यौ नेष्टो वा देशिकाग्रजाः! ॥ 
रव्यैरिशलादिभिः कार्य: पू्वंबल्लक्षणान्वितः | 
मध्येन दशतालेन दशतालाधमेन वा ॥ 
प्रतिमालक्षणप्रोक्तमानेनायादिसंयुतः । 
बद्धपद्मासनश्चण्डनाथो दुद्शभीषण: ॥ 
व्यालयज्ञोपवीती च मुखोद्गीर्णमहानलः । 


करालकज्जलाभासो जटिलश्चन्द्रशेखरः | 
चतुर्वकत्रर्चतुर्वाहुङ्चाक्षमालात्रिशूलवान्‌ I 
zx कमण्डलुं वामे भागुरक्ताकंलोचनः ॥ 
अथवा शङ्कवर्णभिश्चतुर्वाहुस्त्रिलोचनः | 
चन्दार्धमण्डितः कृत्तिवासा वीरासनस्थितः ॥ 
पिनाकामोघबाणाभ्यां व्यम्रपाणितलद्वयः | 
वराभयप्रदनास्यामन्यत्र परिमण्डित: ॥ 


अथवा द्विभूजर्शुक्लवस्त्रस्त्यक्षोऽञ्जनप्रभः | 
जटामकुटयुक्तो वा तुलसीङृतमूषंजः? ॥ 
स्थानको वासनस्थो वा शयितासव्यपात्तलः | 
सलम्बसव्यपादस्तु वामहस्तस्तु जानुगः॥ 
वरहस्तोऽथवा स स्यादितरष्टङ्संयुतः | 
वामेतरकरष्ट्कूयुकतोऽञ्जलिपुटोऽथवा u 


शुरेक्षणसंपन्नरशोकन म्र शिरास्तु aq 
उत्कुटासनयुक शान्तो जटिलष्टद्भूधृक्करः ॥ 
ud वा चण्डताथस्तु कार्यस्त्विष्टासनान्वितः | 
अथवाभयटङ्काम्यां  पाशशूलद्वयेन तु॥ 
चतुर्भूजस्तु वा कार्यृश्शङ्कराज्चानुपालकः | 
विशेषस्सिहले देशे करिचिदत्राभिधीयते ।। 
कृतेऽयमष्टहस्तस्स्यात्त्रेतायां षड्भूजो मतः | 
द्वापरे च चतुहुस्तः कलौ तु द्विकरो मतः ॥ 
अल्यदेशे तु सर्वत्र विभागो नायमीरितः | 
अथवा चण्डनाथस्तु देव्या तु सहितो नवा ॥ 
सा देवी झ्यामला हस्तद्वयालिलविश्रुषिता | 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


(i1) go. आ० 


(iii) ve कार० 


(iv) अ० Jo २०८ 


( १९४ ) 


धर्मनीत्यास्यया ख्याता धृतनीलोत्पला बरा m 
एवमापाद्य वेरं तु मनुभिस्स्थापनं नयेत | 
अथातस्संप्रवक्ष्यामि चण्डेशस्थापनं परम्‌ | 
zd प्रथमं तस्य द्वितीयं स्थापनं क्रमात ॥ 
aaa तु Ra तत्सव चण्डनामतः | 
गणेशावरणे स्थित्वा दशांसेनायुतेन तु॥ 
प्रचण्डादिविनिष्क्रान्ता पञ्चमूतिविधानतः | 
प्रचण्डचण्डः प्रथमं ततो विक्रान्तचण्डकः ।। 
तृतीयो विभुचण्डस्तु वीरचण्डश्चतुर्थकः | 
एवं d पञ्चचण्डेशाः पञ्चब्रह्मसमुःट्भवाः ॥ 
क्ृतयुगाधिपत्यं तु प्रचण्डमिदमुच्यते । 
विक्रान्तचण्डनामा तु त्रेतायामधिपस्स्मृतः ॥ 
द्वापरे afana हि विभृश्चण्डेश उच्यते | 
कलौ तु वीरचण्डेशस्याधिपत्यं प्रकीतितम्‌ ॥ 
एवं वै पञ्चभेदेन चण्डनाम विधीयते । 
आज्रयस्येशदिग्भागे विमानं  पूर्ववत्त्रमात्‌ ॥ 
त्रिनेत्रं चतुर्भुजं वापि द्विनेत्रं द्विभुजं तु वा । 
भीमं जटासमायुक्तं सर्वाभरणभूषितम्‌ ॥ 
अभयं शान्तदेहं च पाशं d परशुं तथा | 
द्विभुजं यदि कर्त्त चेच्छान्त?टङ्कयृतं तथा ॥ 
शुक्लयज्ञोपपीत॑ च शुक्लाम्बरधरं तथा। 
स्थानकं चासनं प्रोक्तं पूर्वोक्तविधिना ततः ॥ 
चण्डश्च चण्डेश्वरो रक्तश्वेतमिश्रशच विस्तरः । 


द्विबाहुस्सजटाजूटशेखरः कर्णकुण्डलः 1 
धुतयज्ञोपवीतश्च शुक्लाम्बरधरइशुचिः | 
सर्व॑भूषणसंभूष्यष्टङ्कपाणिरथापि वा ॥ 
अधेचन्द्रासनासीनः पुष्पमालावलम्बितः | 


चण्डेशस्याक्ृतिह्यंवं क्षेत्रपालाकृति श्रण ॥ 
TET वा त्रिभागोने पीठिकोच्छयमानतः | 
उच्छये चण्डकं कुर्यात्‌ स्थूलं भीष्माननं तथा d 
पिबन्तं च तथा मक्षं विकृतानन मूर्ध्वंगम्‌ ! 
aami निबद्धोपरि चण्डिका? ॥ 
हारकंयूरसम्यक्तं कड, कणाम्यामलङः कृतम्‌ | 
पदतश्चाष्टमं गत्वा तपनाक्षं पद्मकतिम ॥ 


रुचकं भद्रकं da हंसं वा बर्धमानकम्‌ । 
जगत्युपरि puff बाह्ये वै वामतस्तथा॥ 


` एबं विधं तु कतंव्यं चण्डनाथस्थ लक्षणम्‌ । 
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( gn ) 
| क्षेत्रपाल: त्रिविधः क्षेत्रपालस्तु सात्विको राजसस्तमः , 
| (i) अ०आ० श्वेत स्कतमथा कृष्णं सात्विकादिगरणं भवेत्‌ ॥ 


द्विभुजं वा चतुर्बाहुं शान्तं सात्विकमुच्यते | 
sag चाग्रवदनमु्र स्याद्राजसं स्मृतम्‌ ॥ 
तामस चाष्टवाहुं च एते 4 ,समपादकाः | 
स्थानक TAGS तु भद्रपीठे तु वा यथा ॥ 
शूलं दक्षिणहस्ते तु कपालमितरे वृतम्‌। 
द्विभुजं ह्येवमाख्यातं चतुहुस्तमथोच्यते ।| 


| परहस्ते तु सव्ये तू खड़गं घण्टां तदन्यके | 
| अथवा qA तु अभयं वरदान्वितो ॥ 


पूर्वेवत्परहस्तो द्रौ घण्टां वा वामहस्तके | 
। सात्विकं ह्येवमारव्यातं राजसं AT सुब्रत ॥ 
शूलं खङ्गं च घण्टां च दक्षिणे तु करत्रये । 
खेटक च कपालं च नागं वा पाशवामके qi 
तामसे तु धनुर्बाणं दक्षिणेऽदक्षिणे धृतम्‌ | 
शेषं राजसवत्ख्थातं रक्तकेशोध्वंमण्डलम्‌ ॥ 


उग्रदुष्टिसमा युक्तं नानानागविभूषितम्‌ | 
त्रिनेत्रं WAST च क्षेत्रपालं प्रकल्पयेत्‌ ॥ 
(1) सु०आ० अथातस्सप्रवक्ष्यामि क्षेत्रशस्य विधिक्रमम्‌ | 
ईदवरस्यायुतांशिन क्षेतरपालोद्धवं तथा ॥ 
ग्रामादावेशदिग्भागे लोकरक्षाथेकारणम्‌ | 


प्रासादं प्रतिमां तत्र पूर्वोक्तविधिना तथा ॥ 
द्वारं तु पर्चिमे मुख्यं दक्षिणे मध्यमं स्मृतम्‌ । 
कन्यसं चेन्द्रदिगद्टारं प्रतिमालक्षणं ततः ॥ 
pisi त्रिनेत्रं वा षड्भुजं चाष्टहृस्तकम्‌ | 
qu भैरवाकारं कृष्णवर्णं दिगम्बरम्‌ ॥ 
सर्पयज्ञोपवीतं च शिरोमालाकरोटिकम्‌ । 
| gaat सुवृत्ताक्षं नागाभरणभूषितम्‌ ॥ 
| त्रिशूलं दक्षिणे हस्ते वामहस्ते कपालकम्‌ः। 
| ! ag च दक्षिणे हस्ते वामहस्ते तु खेटकम्‌ ॥ 
एवं चतुर्भुजं विद्धि wes च ततः श्रृणु । 
नागं च दक्षिणे पाणौ तोमरं वामहस्तके ॥ 
प्रागुक्तायुधसंयुक्त॑ पडभुज त्विति कीतितम्‌ l 
डमरूखट्वाङ्गं दक्षिणे वामहतस्के ॥ 
एवमष्टभूजं प्रोक्तं पड्भुजायुधसन्तिभम्‌ । 
रक्‍तोग्रेक्णः कलमेघवर्णो वापि महाबली | 
द्विबाहुर्वा ` चतुर्बाहुरष्टबाहुरथापि aT il 


शूलं 


(iii) qo कार० 
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( १९७ ) 


कपालशूलो द्विभुजो वण्टापाशसमाथुतः | 
चतुर्बाहुः त्रमाकक्षेत्रपालो वामे च दक्षिणे | 
afac) च खट्वाङ्गं भयमष्टभूजे क्रमात | 


रवतपद्मासनारूढः श्यामवर्णोग्ररूपकः ।। 
विसृतोर्ध्वो (ध्वं? ) रक्तकेशः शयामवर्णोग्ररूपकः | 
नग्नरूपः शिरोमालाभूषितस्तीक्ष्णदंष्टुकः H 
arizaga जरश्शान्तस्त्रिनेत्र: पद्मसंस्थितः | 
हिरण्यसदृश प्रख्यो दुकूलवसनान्वित: ॥ 
अभयवरदोपेतः खड्गखेटकधारित: i 
सुस्थितः पद्मपीठे तु आर्य्यमेवं प्रकल्पयेत्‌ ॥ 
अथातस्संप्रवक्ष्यामि शास्तृस्थापनमुत्त मम्‌ | 


शास्ता सर्वस्य लोकस्य तस्माच्छास्तेति चोच्यते॥ 
समुद्रमथने काले परिगृह्यामृतं तथा । 
हरिर्बभूव स्त्रीरूपा मोहिनीनाम नामतः ॥ 
तां मोहिनीमहं दृष्ट्वा संगतोऽस्मि कदाचन | 
जातस्तदा महाशास्ता मेध्यहाम्रवतीइवराः ॥ 
feta faust कृत्वा सर्वाभरणभूषितम्‌ | 
इयामवर्णयुतं॑ तेषां शुकलयज्ञोपवीतिनम्‌ ॥ 
इवानकुकुटमेषायँः क्रीडन्तं सर्वसिद्धिदम्‌ | 


मदनावर्णनी देव्यौ पोनो रससमन्विते I 
सर्वा भरणसंयुक्ते पा्द्वयो विन्यसेत्ततः | 


वामे दमनकं न्यस्त्वा तद्वेषं विकृतं स्मृतम्‌ ॥ 
feast दक्षिणे हस्ते चक्रदण्डमथेश्वरम्‌ | 
फलपल्लवहस्तं च कुड्चिताडि घरकरद्वयम्‌ ॥ 
भूताकारं बृहक्कुक्ष नीलालकविभूषितम्‌ | 
MIRA लक्षणं प्रोक्तं स्थापनं श्रृणु तत्वतः ॥ 
मोहिनीतनयझशान्तो द्विबाहुरुश्यामसन्तिभः | 
पीठालम्बितशायितो वामदक्षिणपादकौ ॥ 
amis घरजानुकोध्वे तु वामहस्तं स्थितं कुरु । 
मण्डलीभूतदण्डाग्रो वस्त्रदण्डधरो युवा ll 
स्िग्धनीलाञ्जनाकी कुन्तली भू तमूर्धं जः l 
गजवाहनकेतुस्स्या द्विलासी सविलासिनी ॥ 
नीलश्वेताइववृषभवाहनो वा चतुभू जः | 
रक्‍तचूडध्वजो वापि सर्वत्र परिकीतितः ॥ 
ज्ञानी योगासनासीनो वेदाध्यायी पवित्रकः | 
सोभयांसोपवीतस्स्यान्त्यूनावीरासनास्थितत ॥ 
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( १९७ ) 


लीलाविगीतभाबी स्यात्सुखभावी सुखासनः | 


वामोरूपरि विन्यस्ता वामपादतलेक्षणः ॥ 
आयस्याक्रतिरेवं तु शत्रस्याक्रतिरुच्यते । 


वक्ष्यामि शिवभक्तानां प्रतिष्ठां भोगमोक्षदाम्‌ | 
ब्राह्मणा क्षत्रिया वेदयाइभूद्रा वा ह्यन्तरालजा: N 
स्त्रियों वा गुरवशचेषामभिषिक्तो नुपो$्यवा । 
शिवभक्तिसमोपेता जीवन्तो वा मृतास्तु arat 
तेषां प्रतिकृति क्रत्वा प्रतिष्ठाप्य समर्चयेत्‌ | 
rama पराङ्गं च द्विविधं स्थापनं मतम्‌ ॥ 
ग्रामादौ वा नदीतीरे पुष्करिण्यास्तटेऽपि वा 1 
वने चोपवने वापि पर्वते वा मनोरमे॥ 
स्थानेऽन्यत्र च कर्त्तव्यं स्वप्रधानस्य मन्दिरम्‌ । 
देवालयान्तस्सालादौ तत्र कल्पितमन्दिरे ॥ 
परिवारसमोपेतं स्वप्रधानं प्रकीतितम्‌ । 


देवालयादौ ada मालिकामण्डपादिषु ॥ 


- परिवारविहीनं यत्कल्पितं त्वङ्गमिष्यते | 


तदर्थं शिवरिङ्गं वा प्रतिमा वा शिवस्य तु ॥ 
स्कन्दनन्द्यादिरूपं वा मृतप्रतिक्केत तु वा। 


कुर्यादायादिसंयूक्तं शिलाद्चै रक्तवस्तुभिः ॥ 
दोलं लोहं तथा ari मृन्मयं मणिजं तु वा । 
अधंचित्र मथाभासं पटादिपरिकल्पितम्‌ ॥ 


लिङ्गं चेत्तद्विधानोवत्या प्रतिमा च तर्थैव च । 
तदुक्ततालभेदेन mde स्याद्‌ द्विजोत्तमाः! ॥ 
मतप्रतिकृति चोक्तामष्टतालेत कारयेत्‌ d 
आसीनं स्थानकं वापि वाहनारूढमेव वा tt 
आसने स्थानके वाथ पद्मसिहासनं तु वा । 
अधस्तात्कत्मयेद्विद्वातुभयं वा विधीयताम्‌ ॥ 
यथेष्ठासनयुक्तं वा समाश्रं वा यथाश्रकम्‌ | 
आसनोत्मानविस्तारायामं तद्ददलङकृतिम्‌ ॥ 
प्रतिमोक्तप्रकारेण प्रागुक्तविधिना  नयेतू । 
fret वा बद्धकेशी वा मुण्डितो जटिलोऽथवा ॥ 


अभिषिक्तो ER AS किरीटमकुटान्वित: | 
ग्रथेष्टायघयूवतो वा तमस्कारयुताऽयवा ॥ 


सवं लक्षणसंपन्तस्सर्वाभरणभूषित l 
गायका तृत्तयुक्ता वा पूजका वा यथष्टकाः N 


स्त्रियश्चेत्तस्यातुरूपण भूषणैरुपभूषिताः | 
एवं लक्षणमाख्यातं प्रतिष्ठाद्यं तिगद्यते ॥। 
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शेवलाञछनरहस्यम्‌ 


fao धऽ सद्योजातं वामदेवमघोरं च महाभुज । 
तथा तं पुरुषं ज्ञेयमीशानं पञ्चमं मुखम्‌ a 
सद्योजातं मही प्रोक्ता वामदेवं तथा जलम्‌। 
तेजस्त्वघोरं विद्यात्तं वायुस्तत्पुरुषं मतम्‌ ॥ 
इशाने च तथाकाशमूध्वंस्थं पञ्चमं मुखम्‌ | 

विभागेनाथ वक्ष्यामि शम्भोवर्दनपञ्चकम्‌ ॥ | 
महादेवमुखं ज्ञेयं पूर्वी शम्भोर्महात्मनः । | 
नेत्राणि त्रीणि तस्याङ्ग सोमसूयहुताशना: ॥ 
दक्षिणं तु मुखं Ue भैरवं तत्प्रकीतितम्‌ । 
पश्चिमं यन्मुखं तस्य नन्दिवकत्रं तदुच्यते ॥ 
उमा वकूत्रं च विज्ञेयं तस्य देवस्य चोत्तरम्‌ । 
सदाशिवाख्यं . विज्ञेयं पावनं तस्य पञ्चमम्‌ ॥ 
न्रिलोचनानि सर्वाणि वामदेवं द्विलोचनम्‌ | 
महादेवमुखं भूमिस्ततः स्याद्भरवं मुखम्‌ ॥ 
नन्दिवकूत्रं तथा वायुरोद्रेयं चाप उच्यते । 
सदाशिवमुखं ज्ञेयमाकाशं युदुनन्दन! ॥ 
दिशो दश भूजास्तस्य विज्ञेयं वदनं प्रति । 
महादेवकरे .ज्ञेया त्वक्षमाला कमण्डलू il 
सदाशिवमुखे ज्ञेया चापबाणौ महाभृज | 
माहेश्वरं ततश्चापं पिनाकमिति शब्दितम्‌ ॥ 
तेषां तु ` पुर्वमेवोक्‍्तं व्याख्यानं रिपुसूदन | 
asa मातुलुङ्गश्च करयोभैरवस्य तु ॥ 
मृत्युदण्डौ विनिदिष्टौ मातुलुङ्जा तथा करे। 
जगद्वीजस्थ सवंस्य ये राजन्परमाणवः ॥ 
d: पूर्णं बीजरत्नं तु भैरवस्य करे स्मृतम्‌ । 
Tiga करे ज्ञेये नन्दिनो यदुनन्दन ॥ 
Gat च ते प्रोबतं धर्मव्याकरणं मया | 
व्रिशूलदण्डमव्यवतं शूलेषु व्यक्‍ततां गतम्‌ ॥ 
सतत्वं रजस्तमरचेव विज्ञात्तव्यं नुपोत्तम । 
द्पेणेन्दीवरे ज्ञेये तथा देव्याः करद्वये I 
आदश निर्मल ज्ञानं वैराग्यं च तथोत्पलम्‌ । 
gS देवस्य व्याख्याता ब्राह्मणा जटाः ॥ 
CNW तु कला चान्द्री मूध्नि शम्भोः प्रकीतिता । 
तरेलोक्यशमनः क्रोधो वासुकिर्नामतः स्मृतः ॥। 
वृष्णा विशाला चित्रा च व्याघचम प्रकीतितम्‌ । 


| 


| 
| 
| 
| 
| 
i 
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वृषो हि भगवान्धमंस्चतुष्पादः प्रकीतित: + 
जगदुत्पादक वस्तु प्रकृतिः सा प्रकीतिता | 
Gat च प्रकृति सर्वा तेन शुक्लो महेश्वरः ॥ 
एतद्धि तस्याप्रतिमस्य ed तवेरितं सव जगन्मयस्य | 
एवं शरीरेण जगत्समग्रं स धारयत्येव जगत्प्रधान: u 


uA caes शिवायतनम्‌ 


एकद्वारम्‌ ` वामे गणपतिश्चंव दक्षिणे पार्वती स्थिता 1 
THA भास्करं विद्याद्‌ वायव्ये च जनार्दनम ॥ 
मातृम्या मातृसंस्थानं दक्षिणस्यां हि कारयेत । 
सौम्ये शान्तिगृहं कुर्यात्‌ पश्चिमे जलशायिनम ॥ 

चतुमु खम्‌ SUP स्तानगृहं कुर्यात्‌ सोमद्वारं तु दक्षिणे । 
मध्ये रूद्र: प्रतिष्ठाप्यों मातृस्थानं च दक्षिणे । 
वामे देवीं महालक्ष्मीमूमां वे भैरवीं तथा | 
ब्रह्मविष्णू तथा रूद्रं पृष्ठदेशे तु कारयेत्‌ ॥ 
चन्द्रादित्यौ स्थितौ कणे ह्याग्नेय्यां स्क एव च | 
ईशाने विघ्नराजस्तु धुम्रमीञ्ञानगोचरे ॥ 


| शिवायतनेऽष्टप्रतीहाराः 
| So go मातुलिङ्गं च नागेन्द्रं डमरू शूलमेव च। 
| र नन्दी मुकुटशोभाढ्यः सर्वाभरणभूषितः ॥॥ 
| खट्वाङ्गं च कपालं च डमरू वीजपूरकम्‌ । 
| दंष्ट्राकरालवदनो महाकालस्तु दक्षिणे ॥ 
तजंनीं त्रिशूलं चेव गदां डमरूक तथा | 
हेरम्बो वामभागे हि भृङ्गिणं दक्षिणे स्मृतः ॥ 
गदाडमरूखट्वाङ्गं तर्जनी वामहस्तके | 
उभौ वा दक्षिणद्वारे भृङ्गी दक्षिणतः शुभः ॥ 
त्रिशूलं sue चव खट्वाङ्गं बीजपूरकम्‌ | 
पर्चिमे दुमु खो वामे तद्वक्त्रं गोमुखाकृति ॥ 
पर्चिमद्वारि कार्यः स पाण्डुरोऽस्याथ दक्षिणे | 
खट्वाङ्गं च कपालं च डमरू बीजपूरकम्‌ p 
मातुलिङ्गं मृणालं च खट्वाङ्गं पद्मदण्डकम्‌ | 
सितब्चैवोत्तरे द्वारे वामे चेव व्यवस्थितः ॥ 
पद्मखण्डं च खट्वाङ्गं मृणालं बीजपूरकम्‌ | 
असितो दक्षिणे भागे उत्तरे द्वार एव च॥ 


* "= ` तृतीयो पटलः समाप्तः 
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चतुर्थो पटलः 


गाएपत्यप्रतिमा-लच्षण 
अ. गणपति: गणेशः 


(i) qo सं? प्रमथाधिपो गजमुख: प्रलम्बजठर: कुठारधारी स्यात्‌ । 
एकविषाणो विभ्रन्मूलककन्दं सुनीलदलकन्दम्‌ ॥ 


(ii) अ० go गजाननं चतुर्बाहुं त्र्यक्षं पुरुषरूपिणम्‌ । 
एकदन्तं महाचण्डं व्यालयज्ञोपवीतिनम्‌ ॥ 
स्वदन्तं दक्षिणे हस्ते परशुं चाऽपरे करे। 
उत्पलं चोध्वंतो वामे तस्याधो मोदकं स्थितम्‌ ॥ 
faced कुम्भं च कुङकुमारुणविग्रहम्‌ | 
कुर्याच्च मूषकारूढं सिद्धिदं सर्वकामदम्‌ N 


(ii) wwe दन्तं च परशु पद्मं मोदकांइच गजानन: | 

गणेशो मूषकारूढो विश्राणस्सर्वकामदः N 
विनायकः स्थानकं वासतं वापि पद्मपीठे विशेषतः । 
(1) ste आ? स्वदन्तं दक्षिणे हस्ते वामहस्ते कपित्थकम्‌ ॥ 


मोदकं गजहस्ते तु अङ्कू शं दक्षिणे wig 
वामहस्ते तु पाशं वा नागं वाप्यक्षमालिका ॥ 
त्रिनेत्रं चतुभुंजं ह्येवं दुकूलवसनान्वितम्‌ | 
आभङ्गं समभङ्गं वा स्थानके तु प्रकल्पयेत्‌ ॥ 
आसने त्वासनं चेत्तु वामपादं तु शाययेत्‌ । 
वामेतरेणोरुमूध्नि पादेनोत्कुटिकासनम्‌ ॥ 
ईषद्ववक्रतनुर्वामे कत्त॑व्यस्तु विशेषतः | 
व्यालयज्ञोपवीतो च किरीटमुकुटान्वितः ॥ 
सर्वाभरणसंयुक्तो महाकायो महोदरः । 


(i) se कामि गजवक्त्रो गणाधीशो भूतरूपो महोदरः | 

d नागयज्ञोपवीतस्तु घनपिण्डोरुजानुकः ॥ 
नीलनीररूहाभस्तु चतु दोदेण्डमण्डित: | 

अवामवामावर्तेभहस्तः पद्मासने स्थित: ॥ 

स्वदन्तं qur कुर्यात्स्वदक्षिणकरद्व ये | 


लड्डुक॑ चाक्षमालां च वामपाणावथोत्पलम्‌ | 
` रक्तवस्त्रधरं वापि इयामाभं कनकप्रभम्‌ | 
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(ili) ge sme 


(iv) ge so; fao थः 
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विनायकस्तु कत्तर्व्यो 


किरीटमुकुटोज्ज्वलम्‌ ॥ 
च सर्वाभरणभूषितम्‌ । 


ct SA दक्षे वामे पाशं च लड्डकम्‌ ॥ 
वासनं वाथ गणेशं कारयेत्ततः | 


ेत्रनेत्रास्यामथवा द्विजाः! ॥ 


पद्मस्थं वापि पीठस्थं मूषिकस्थमथापि वा । 
इष्टासनस्थितो वापि प्रभादिपरिमण्डितः ॥ 
एवं स्यात्केवलो विघ्नराजरशक्त्यान्वितोऽथवा । 
गणेशो भारतीश्रीम्यां वामेऽवामे यृतोऽथवा ॥ 
शकत्येकथा यूतो देवो यदि तल्लक्ष्म कथ्यते । 


रत्नमुकुटादिविभूषितम्‌ ॥ 


व्यामवर्णं तथा झक्तिं धारयन्तम्‌ दिगम्बरम्‌ । 
उत्सङ्गे निहितां 
सुवदनां भुजद्वयसमन्विताम्‌ । 
विघ्नेशवरीति विख्यातां सर्वावयवसुन्दरीम्‌ ॥ 
पाशहस्तां तथा गुह्यं दक्षिणेन करेण qI 
स्पृशन्ती देवमप्येवं चिन्तयेन्मन्त्रनायकम्‌ ॥ 
चतभ जं त्रिनेत्रं च meam विभुम्‌ । 


देवी सर्वाभरणभूषिताम्‌ ॥ 


वामेन देविगुह्यकम्‌ ॥ 


स्पृशन्त॑ पुष्करेणापि खण्डमिक्षोसतु हे द्विजाः! । 
एवं सम्पाद्य तन्मन्त्रं प्रतिष्ठामारभेद्द्विजाः ! ॥ 
अथातः संप्रवक्ष्यामि विध्नेशस्थापन परम्‌ । 
आदौ त्वहमुमासार्षे क्रीडाथं हिमवद्वने ॥ 
गजेन्द्रेण सम्भोगमकरोत्ततः । 
यदच्छया तु तं दृष्ट्वा तदाकारमगामहम्‌ |i 
ami तदाक्रीडमहं भृशम्‌। 
तस्यां त॒ गर्भ॑मदधां त्तस्मिन्काले तवोद्‌भवः ॥ 
फलं दक्षिणहस्ते तु वामहस्ते BART 
पादाङ्कू_शावू्वंहस्ते तु Te 

प्रोक्तं सर्वाभरणभूषितम्‌ | 
कृत्वा पद्मपीठोपरिस्थितम्‌ ॥ 


_ दाडिमीपुष्पसद्काशं 


स्ते तु लड्डुकम्‌ ॥ 


सर्वाभरणभूषितम्‌ t 
वापि कासयेद्विव्ननायकम्‌ ॥ 
गजवकत्रश्‍चतुभु जः | 
च तस्य दक्षिणहस्तयोः t 
च nga वामतः । 
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(v) शिल्प० 


बीजगणपतिः 
शिल्प० 


हेरम्बः 
(1) रूप० 


(ii) शिल्प० 


(111) क्रियाक्र० 


वक्रतुण्ड: 
रूप० 

बालगणपति: 

( 1) शिल्प० 


( ROR D 


दन्तश्चास्प d कतंव्यो वासे रिपुनिषूदन! ॥ 
पादपीठकृतः पाद एक आसनगो भवेत | 
पूर्ण मोदकपात्रे च कराग्रं तस्य कारयेत ॥ 
लम्बोदरस्तथा कार्यस्स्तब्धकर्णशच यादव ! । 
व्याप्नचर्माम्बरधरस्सर्पयज्ञोपवीतवान्‌ ॥ 
विनायकस्य वक्ष्यामि मूत्तिं चित्रोपयोगिनीम्‌ । 
गजवकूत्रं त्रिनेत्रं च चतुर्बाहुं महोदरम्‌ ॥ 
भग्नैकदन्तसंयुवतं स्तब्धकर्णं समालिखेत्‌ । 
नागोपवीतिनं कुब्जं पीनस्कन्धाडिः घ्रपाणिकम्‌ ॥ 
भर्नदन्तधरं चैकमन्यमुत्पलसंयृतम्‌ | 
दक्षिणे विलिखेद्वामे सकुाठारसलस्पृकौ n (? ) ॥ 
पावें बुद्धिकुबुद्धि भ्यामधस्तादधुनान्वितम्‌ | 
आसीनमुत्तमे पीठे सिन्धु राननविग्रहम्‌ ॥ 
रक्तो रक्ताद्भूरागांशुककुसुमयुतस्तुन्दिलश्‍चन्द्रमौलि-- 
aaa क्‍्तस्त्रिभि्वामनकरचरणो  बीजपूरात्तनासः d 
हस्ताग्रक्‌लृप्तपाशाङ्क शरदवरदो नागवकत्रोऽहिभूषो 
देवः पद्मासनो वो भवतु नतसुरो भूतये विघ्नराजः ॥ 
वरं तथाडू शं दन्तं दक्षिणे च परश्वधः। 
वामे कपालं बाणाक्षपाशं कौमोदकीं तथा ॥ 
धारयन्तं करैरेभिः पञ्चवक्त्रं त्रिलोचनम्‌ | 
हेरम्बं मूषकारूढं  कुर्यात्सर्वार्थकामदम्‌ |! 
सिहोपरि स्थितं देवं पञ्चवक्त्रं गजाननम्‌ | 
दशबाहुं त्रिनेत्रं च जाम्बूनदसमप्रभम्‌ ॥ 
प्रसादाभयदातारं पात्रं पूरितमोदकम्‌ | 
स्वदन्तं सव्यहस्तेन विश्रतं चापि gaq! ॥ 
करकं चाक्षसूत्रं च परशु मुद्गरं तथा। 
पाशा राकरां शक्तिं देवं लम्बोदरं शुभम्‌ ॥ 
पीवरं चेकदन्तं च तुम्बुरूणां गणान्वितम्‌ | 
अभयवरदहस्तं पाशदन्ताक्षमाला-- 
परशुमथ faig anan च। 
विदधतु वरसिहः पञ्चमातङ्गवक्त्रः , 
कनकरुचिरवणंः पातु हेरम्बनामा ॥ 
लम्बोदरं त्रिनयनं TITS TAL परम्‌ । 
वरदाभयहस्तं च लसत्कर्णं सचामरम्‌ ॥ 
बाल: प्रसूतमात्रोऽयमम्बिकाङ्के निवेशितः | 
अतिरक्तो गजमुखो द्विरदो रत्नभूषितः ॥ 
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( २०३ ) 


चषकं पुष्करे विभ्रत्‌ सृणिपाशौ करद्वये | 
areal कल्पलतां दोर्म्या दोलयन्रलर्वाषणीम्‌ ॥ = 
एव ध्यात्वा जपेन्मन्त्रं बालाख्यं गणनायकम्‌ | े 
करस्थकदलीचूतपनसेक्षकपित्यकम | 
बालसूर्यप्रभाकारं वन्दे बालगणाधिपम ॥ 
पाशाङ कुशापूपकपित्य जम्बूफलं तिळान्वेणमपि स्वहस्ते: | 
धत्ते स दाय: तरुणो$रुणाभ: पायात्स युष्मांस्तरुणो गणेशः 
नालिकेराम्रकदलीगुलपायसधारिणम्‌ 
शरच्छशाङ्कुसदृशं भजे भक्तगणाधिपम्‌ ॥ 
वेतालशक्तिशरकाम्म्‌ कखेटखड़ग — 
खट्वा द्ग मुद्‌ गरगदाङ कुशनागपाञान्‌ | 
शूलं च कुन्तपरशुध्वजमुद्व हन्तं । 
वीरं गणेशमरुणं सततं स्मरामि ॥ 
आलिप्य देवीं हरितां निषण्णां परस्परस्पृष्टकटीनिवेशाम्‌ | 
सन्ध्यारुणं पाशसृणिं वहन्तं भयावहं शक्तिगणेशमीडे ॥ 
विषाणाङ्कूशावक्षसुत्रं च पाशं 
दधानं करंमोंदकं पुष्करेण । 
स्वपत्त्या युतं हेमभूषाम्बराढथं 
गणेशं समुद्यहिनेशाभमीडे ॥ 
यः पुस्तकाक्षगुणदण्डकमण्डलुश्री-- 
निवंत्येमानकरभूषणमिन्दुवणेम्‌ । 
तं घोरमाननचतुभु जशोभमानं 
त्वां संस्मरेद्‌ घ्वजगणाधिपते! स धन्यः ॥ 
पक्वचूतफलकल्पमञ्ज रीमिक्षुसारतिलमोदकँः सह्‌ | 
उद्वहन्परशुहस्त ते तमः श्रीसहाययुत देवपिङ्गल! ॥ | 
लीलाब्जं दाडिमं वौणाशालिपुञ्जाक्षसूत्रकम्‌। _ 
दधदुच्छिष्टनामानं गणेशं वीरमेव wu 
शरं धनुः पाशसृणी स्वहस्तैर्दं धानमा रकतस रोरु i 
विचस्त्रपत्न्या सुरतप्रवृत्तमुच्छिष्टमम्बासुतमाश्रये: 
agus रक्‍ततनु त्रिनेत्रं पाश।ङकुशौ म 
करंदंधानं सरसीरुहस्थमुत्मत्तः 
पाशाङ कुशौ धरन्ताञ्रफला 
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( २०४ ) 
श्यामो रकतसरोरुहेण सहितो विद्वन्नयेनान्तिके (?) 
गौराङ्गो वरदादिहस्तकमलो लक्ष्मीगणेशो महान्‌ ॥ 

दन्ताभये चक्रधरं दधानं कराग्रगस्वर्णघटं त्रिनेत्रम | 
धृताब्जयालिङ्ितमब्धिपुत्र्या लक्ष्मीगणेशं कनकाभमीडे ॥ 
बिश्राणोब्जकबीजपूरकगदा दन्तेक्षुवाणैस्समं 
बिञ्राणो मणिकुम्भशालिकणिशं पाशं च वकत्रान्वितम | 
गौराङ्गधा रुचिरारविन्दयुतया देव्या सनाथान्तिक- 
. इशोणाङ्गश्शुभमातनोतु भवतां नित्यं गणेशो महान्‌ ॥ 
शंद्भेक्षुचापकुसुमेषुकवामदन्त- 
पाशाङ कुशैः कलममञ्जरिकासनाथैः । 
पाणिस्थितँः परिसमावृतभूषणश्री- 
विघ्नेश्वरो विजयते कमनीयगौरः॥ 
पाशाङ कुशापूपकुठारदन्तचञ्चत्करं uuo मड गुलीयकम्‌ | 
पीतप्रभं कल्पतरुरूस्तं भजामि नृत्तेकपदं गणेशम्‌ ॥ 
कल्हारशालिकणिशेक्षकचापवाण- 
दन्तप्ररोहकभरः कनकोज्वला ङ्गः | 
आलिङ्गनोद्यतकरस्तटिदाभकट्या 
देव्या दिशत्वभयमूध्वं गणेश्व रस्ते ।। 
उद्यहिनेशवररच निजहस्तपच्यैः 
पाशाङ कुशाभयवरान्दधतं गजास्यम्‌। 
रक्ताम्बर सकलदृःखहरं गणेशं 
ध्यायेत्प्रसन्तमखिलाभरणाभिरामम्‌॥ 
चतुभु जं रक्ततनु त्रिनेत्रं पाशाङकुशौ मोदकपात्रदन्तौ | 
केरैद॑धानं सरसीरुहस्थमुन्मत्तमुच्छिष्टगणेशमीडे ॥ 
पाशाङक्ुुशो मोदकमेकदन्तं करेदंधानं कनकासनस्थम्‌ | 
हारिद्रखण्डप्रतिमं त्रिनेत्रं पीताशकं रात्रिगणेंशमीडे ॥ 
गणेशायतनम्‌ 
वामे तू गजक्रणं च सिद्धिं 
al पृष्ठकर्णयोश्चैव 
उत्तरे तु सदा गौरी 
aRar यक्षराजस्तु 


aama दक्षिणे | 
AP बालचन्द्रमाः | 
याम्ये चेव सरस्वती :।। 
बुद्धि: qd तु संस्थिता । 
'वामाङ्गे गजकर्ण तु सिद्धि दद्याच्च दक्षिणे । 
प्रष्टिकर्णेस्तथाद्वो ? च TAR बालचन्द्रमाः ॥ 
उत्तरे तु सदा गौरी याझ्ये चैव सरस्वती | 
TRAN यक्षराजरच बुद्धि: पर्व॑4संस्थिता U 
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| गणेशप्रतीहारा: 

Gee ge अविघ्नो विघ्तराजश्च सुवकूत्रो बलवानथ | 
Tog गोकणे: सौम्यश्चभयदाकः ॥ 
सव तु वामनाकाराः सौख्यदा: पुरुषाननाः । 
तर्जनी परशुः qui दण्दौ हस्तेष्वविघ्नकः odi 
तर्जनी दण्डापसव्ये स॒ भवेद्विघ्नराजकः d 
र्व द्वारोभयभागे सर्वे विघ्नविनाशकः ॥ 
तर्जनी खड्गखेंटौ तु दण्डो हस्तैः सुवकतवक: । 
तर्जनी दण्डापसव्ये बलवांश्च समीरितः ou 
तर्जनी ATA च दण्डञ्चक्राब्जकर्णकः | 
तर्जनी दण्डपसब्ये गोकर्णः पद्चिमस्थितः ॥ 
CHANTS Me Weeds स सौम्यकः ॥ 
झस्त्रापसव्ये च तथा भवेदभयदायकः॥ 
द्रारपक्षौ सर्वदिक्षु स्थाप्या विघ्नविनाशनाः | 
इत्यष्टौ च प्रतीहारा नृपाणां शान्तिमिच्छता ॥ 
सर्वे. च वामनाकारास्सौम्याइच परुषाननाः । 

(ii) रूप० तर्जनी परशुः फ्ञमविघ्तो दण्डहुस्तकः ॥ 

तर्जनीदण्डापसव्ये स भवेद्विध्नराजकः | 
तर्जनी astat तु दण्डहस्तस्सुवक्‌त्रकः ॥ 
तर्जनी दण्डापसव्ये दक्षिणे बलवान्भवेत्‌ | 
तर्जनी बाणचापं च दण्डं च गजकर्णकः ॥ 
तर्जनी दण्डापसव्ये गोकर्णः पर्चिमे स्मृतः | 
तर्जतीपद्माङकुशं च दण्डहस्तः सुसौम्यकः ॥ 
तजंनीदण्डापसव्ये स "4 शुभदायकः | 
ूर्वद्वारादिके ud प्राच्यादिष्वष्ड संस्थिताः ॥ 
ब. सेनापतिः कार्तिकेयः 
नौम्यादित्यप्रदीप्तं द्विदशनयनकं s मन्दहासं 
वामाङ्गे मुस्थितायास्तरसिरूहषूतार्लिङ्गितायाः प्रियायाः । 
उत्तुद्ोरुस्तनाग्र . विहितकरतलभीतिखेटादिशूल-, 
हा दिस्युद्दीप्तशक्तीष्वसतघनगदाकुक्कुटाब्जेघुहस्तम्‌ ॥ 

(ii) श्रीतत्व० एकवक्त्र fara शद्धुचक्रवराभयान्‌ | 
सर्वाभरणसंयुक्‍तं दिव्यगन्धानुलेपनम्‌ ॥ 
श्यामवर्णं प्रभुं चव शुक्लयज्ञोपवीतिनम्‌ । 
सुस्मितं चारूवदन देवसेनापति भजे ॥ 


खेटं ज च 
वरदकुलिश वामहस्तत्रर्य " 
RE = दधतमभयशक्तिं खड्गममत्यत्तरये च । 


(0) ege «to 


———— 


सेनापतिः 
(i) $e त० 
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तरुणरविसमाभं साधुभिः पूज्यमानं, 
कमलवदनषट्कं कातिकेयं नमामि ॥ 
(11) श्रीतत्व० त्रिनेत्रं दशहस्तं च मस्तके विल्वधारिणम्‌ | 
शक्तिं शूलं तथा चक्रमङकुशाभयमन्यके ।। 
वरदं तोमरं पाशां शधं I च वामके। 
मयूरवाहना रूढं सर्वाभरणभूषितम्‌ ॥ 
बालसूर्यप्रतीकाशं कार्तिकेयं शिवात्मजम्‌ । 


(iti) Fo Fo कात्तिकेयस्य संस्थानमिदानीमभिधी | 
तरुणार्कनिभो रक्तवासांः पावकसप्रभः di 
ईषद्वालाकृतिः कान्तो मङ्गल्यः प्रियदर्शनः । 
प्रसन्नवदनः श्रीमानोजस्तेजोऽन्वितः शुभः ॥ 
विशेषान्मुकुट श्चित्रे : मुक्‍तासणिविभूषित: । 
षण्मुखो वैकवक॒त्रो वा शक्ति रोचिष्मतीं दधत्‌ ॥ 
नगरे द्वादशभूजः खेटके षड्भुजो भवेत्‌ | 
ग्रामे भूजद्वयोपेतः कर्तव्यः शुभमिच्छता ॥ 
रक्तिरशरस्तथा खड्गो मुसृण्ठी मुद्गरोऽपि च | 
हस्तेषु दक्षिणेष्वेतान्यायुधान्यस्य दर्शयेत ॥ 
एकः प्रसारितञ्चान्यः षष्ठो हस्तः प्रकीतितः | 
धनुः पताका घण्टा च खेटः कुकुटकस्तथा ॥ 
वामहस्तेषु षष्ठस्तु तत्र संवर्धन: mud 
एवमायुधसम्पन्नः संग्रामस्थो विधीयते ॥ 
अन्यदा तु विधातव्यः क्रीडालीलान्वितश्च सः | 
छागकुक्कुटयुक्तः शिखियुक्तो मनोरमः ॥ | 
नगरेषु सदा कार्य: स्कन्दः परजयैषिभि : । | 
खेटके तु विधातव्यः षण्मुखो ज्वलनप्रभः ॥ 
तथा तीक्ष्णायुधोपेतः स्रग्दामभिरलङक्ृृतः | | 
ग्रामेऽपि द्विभुजः कार्यः कान्तिद्युतिसमन्वितः ॥ 
दक्षिणे च भवेच्छक्तिवामे हस्ते तु कुक्कुटः | 
विचित्रपक्ष: सुमहान्‌ कतंव्योऽतिमनोहरः | 
एवं पुरे ed च WA Qua! 
कातिकेयं कुर्यादाचार्य: शास्त्रकोविदः ॥ 
अविरुद्धेषु कार्येषु खेटे ग्रामे पुरोत्तमे । 
कार्तिकेयस्य संस्थानमेतद्‌ यस्नेन कारयेत्‌ ॥ 

(iv) अ० go षड्ववत्रं द्वादशभुजं लोचनत्रयसंयुतम्‌ | 
शिब्यारूढं मांसलं च कुमारं HATHA ॥ 
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( २०७ ) 


शरं शक्तिङच खड्गं च ag at दण्डमेव च। ES 
अक्षसूत्रं षडेतानि वामकेषु भुजेषु FN 
शृङ्गं धनुः पाशखेटं वरदञ्चकमण्डलुम्‌ । S 
दक्षिणेषु भुजेष्वेवमस्त्राणां षट्कमेव च ॥ 1 
अभयमसिरथाङ्गं चाळ कुशं शक्तिशूलं 
वरदकुलिशपाशं पद्मदण्डौ गदां च । 
दधतमुभयपक्षद्वादशायामहस्तै— 
द्विदशकमलनेत्रं देवसेनान्यमीडे ॥ 
कुमारष्षण्मुखः कार्येरिशखण्डकविभूषणः | ; 
रक्ताम्बरधरः कार्यो मयूरवरवाहनः ॥ E 
कुक्‍्कुटर्व तथा घण्टा तस्य दक्षिणहस्तयोः अ 
पताका वँजयन्ती च शक्ति: कार्या च वामयो: ॥ 
चतुभुजं Agai करण्डमकुटान्वितम्‌ | 
शक्तिं चाभयद दक्षे सव्ये ETAF I 
पद्मपुण्पं धरं कण्ठे देवं बालस्वरूपकम्‌ । 
सव्यद्वये निशितशकत्यसिमादधानं 
वामद्वयेऽभिमतकुक्कुटखेटकं त्वाम्‌ । 
वल्लीर्पात विबुधलोचनपूर्णचन्द्रं ; 
, कल्याणदाननिरतं कलये कुमारम्‌ |. ` 
स्कन्दः कुमाररूपरशक्‍्तिधरो वहिकेतुश्च । 


रक्ताम्दरसुदूक्‌ स्तोकबालो बालाकंसन्निभः। 
शिखण्डमणिको ग्रीवमांसलः प्रियदर्शनः ॥ 
शक्तिस्तु विलसत्ख डगचक्रपाशप्रसारितः। 
दक्षिणेऽदक्षिणे रक्तचूडखेटककामु क: ॥ 
पताका पिञ्छिकामुष्टिस्तर्जंनी च प्रसारिता । 
गुहो द्वादशबाहुस्स्यात्पुरीखेटकपत्तने j 
चतुर्दोभिर्वाथ षड्दोभिस्संयुक्तं परिकल्पयेत्‌ 

सश क्तिस्साभयस्सासिस्साक्षमालस्सकुककुटः 
सखेटरच सषड्बा खे 
सशक्तिकुक्कुटस्स्वेकवक्त्रक: 
मयूरारोहसवंत्र 
वासिकाबद्धमकुः 
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देहत्यागेऽपि तां दृष्ट्वा तद्योगमहमभ्यसन्‌ । 
सती चाङ्गं पुनगंत्वा सुता हिमवतस्तथा ॥ 
गिरिपारइ्वे तप: कृत्वा तत्सुता पार्वती भवेत्‌ | 
आवयोस्सङ्गमं तत्र देवैस्सम्प्राथितो यत: ॥ 
रेतो वह्िस्तु संग्राह्य क्षिप्त्वा शरवणे च तु। 
तस्माच्छरवणोभावो नाम इत्यपि कीत्तितः ॥ 
षट्कृत्तिकायां स्तन्यपानःत्‌ षण्मुखस्त्वभिधीयते | 
तेनेव कातिकेयस्तु बालानां हितक्ृद्भवेत्‌ ॥ 
प्रासादं विधिवत्कृत्वा प्रतिमां तदनन्तरम्‌ | 
शिलाम्‌ हारुलो हैर्वा नवतालेन मानयेत्‌ ।! 
द्विहस्तो वा चतुर्बाहुरष्टबाहुरथापि वा | 
feast पद्महस्तं तृ वस्त्रं शक्तिं तथापरे ॥ 
अभयं वरदं पूर्व चतुर्वाहुरिति स्मृतम्‌ d 
खड्गखेटकमूध्वें तु पाशं पद्मं तथाष्टकम्‌ ॥ 
आसनं स्थानकं वापि यानं वे त्रिविधं तथा । 
आसनं द्विभुजं प्रोक्तं स्थानकं स्याच्चतु भू जम्‌ ॥ 
यानमष्टभुजे कुर्यात्स्थापनं परिवारिके । 
स्कन्दं पझ्षगजारूढमुपवीतसमन्वितम्‌ ii 
दाडिमीपुष्पसङ्काशं सर्वाभरणभूषितम्‌ d 
सरवंलक्षणसंयुक्तं पूर्वोक्तेन विधानतः ॥ 
विद्यामेधा च सहिते शुक्लश्यामनिभे तथा d 
सर्वालङ्कारसंयुक्ते द्विभूजे पद्मधारिके ॥। 


SS ) | 

कात्यायनीसुतमहं कटिबद्धदाम | 
कौपीनदण्डधरदक्षिणहस्तमीडे ॥ 
सासान्यस्कन्दः अथातस्संप्रवक्ष्यामि स्कन्दस्य स्थापनं परम | 
(ii) Jo sme quid समासेन IT qd गजाननः! ॥ 


5कन्द-षण्मुख अथ वक्ष्ये विशेषेण षण्मुखस्य q AA | 
(1) Ho आ० पञ्चतालात्तमनेव स्कन्दं ˆ कुर्याद्विशेषत 
द्विभुजं वा added षड्भृजं भानृहस्तकम्‌ | 
. शक्ति बाणं च खड्गं च चक्रं पाशं प्रसारितम्‌ ।। 
Wed वाम तु पिञ्छं च खेटकं कुक्कुटं तथा । 
अनुदण्ड हलं चेव भानुहस्तान्यतोद्धतम्‌ |! 
Wut त्वभयं खड्गं शक्ति्दक्षिणपाइवंके | 
Sep चाक्षमाला च कुक्कुटं वामहस्तके ॥ 
चतुभ्‌ जऽभर्यं शाक्तिदेक्षिण त PEN | 
gage चाक्षमाला च वामहस्तोद्ध तं शुभम्‌ ॥ 
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द्विभुजे कुक्कुटं वामे शक्तिदक्षिण स्तके । 
अत्रानुक्तं तु तत्सर्वे मुमास्कन्दो क्तवत्कुरु ।। 
वन्दे सिन्दूरकान्तिं शरविपिनभवं श्रीमयूराधिरूढं 
TET देवसैन्यं॑ मधुरिपुतनयावल्लभं द्वादशाक्षम । 
शक्तिं वाणं कृपाणं ध्वजमपि च गदां चाभयं सव्यहस्ते 
चाप Wi सरोजं कटकमपि वरं शूलमन्यैदंधानम ॥ 
विलिखेत्‌ THA देवं मयूरवरवाहनम्‌ । 
तरुणादित्यसङ्काशं बालभूषणभूषितम्‌ ॥ 
स्थानीये खेटके वापि कुमारो लिख्यते यदा । 
भुजान्‌ द्वादश कुर्वीत ai? चतरो AST II 
ग्रामे वने द्विवाहुस्स्याल्लेलनीयो विचक्षणैः । 
शक्तिं शरं च खड्गं च चक्रं पाशाभयौ तथा d 
कुक्कुटं च धनुः खेटं शङ्खं धत्ते हलं वरम्‌ ॥ 


मयूरवाहनोपेतं सर्वलक्षणसंयुतम्‌ । 
जया च विजया चेव वामदक्षिणपारवंयो: ॥ 
सर्वालङ्कारसंयुक्तं सर्वाभरणभ्रूषितम्‌ । 
षण्मुखं चेति विख्यातं... TU s o 


ईशाने कल्पयेत्स्कन्दचण्डं वेदकरं वरम्‌। 
अभयं quem च वहन्तं द्विभुजं तु वा ॥ 
शाकल्यसंज्ञया ख्यातं तदर्थं पीठमेव ara 
लक्षणं तस्य॒ संक्षेपाच्छणृष्वं द्विजसत्तमाः! ॥ 
रव्यैरिशलादिभिः कुर्यात्प्रतिमालक्षणोदितैः | 
प्रतिमालक्षणे प्रोक्तं विश्वमानं गुहस्यं तु ॥ 
योजनीयं द्विजा गर्भंद्वारस्तम्भादिसंयृतम्‌ । 
द्रिभुजश्च  द्विनेत्रश्‍च सुब्रह्मण्यस्सुसुन्दरः ॥ 
पद्मधृक्‌ सव्यसत्पाणिलेम्बितेतरसत्करः | 
बालरूपी प्रतिष्ठाप्यो ग्रामस्येवाभिवृद्धये ॥ 
द्विहस्तो 2 l 
कौपीनदण्डधृकसव्यपाणिः कट्याश्रितो$पर: ॥ 
स्थाप्योऽयं ज्ञानदस्स्कन्दः पवंतेषु वनादिषु । 
चतुभु sfera कर्णयोः पत्रपिण्डयुक्‌ ॥ 
तक्रकुण्डलयुक्तो वा ह्यक्षशक्तिकरद्वयः | 
वरदाभयसंयुक्तरशक्तिद्वययूतो नच वा ॥ 
झक्त्यैकया युतो वा स्यात्तयोलंक्षणमुच्यते । 
द्विनेत्रे द्विभुजे शान्ते पद्मोत्पलकरद्वये ॥ 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


( २१० ) 


इयामरक्तनिभे सेव्यवामपार्द्वे व्यवस्थिते । 
गौरीलक्ष णसंयुक्ते कल्पयेत्तु शिवानने ॥ 
गजेति गजवल्लीति नाम्ना ख्याते$तिसुन्दरे | 
इत्थं लक्षणयुकस्थाप्यः पुरे वा नगरेऽपि वा ॥ 
षडाननश्च षड्बाहुरकंश्रो त्रेक्षणान्वितः । 
षट्कणंस्त्वर्ककर्णो वा षड्भिाँलिभिरन्वितः ॥ 
सशव्तिस्साभयस्सासिस्साक्षमालस्सकुक्कुटः । 
सखेटकस्त्वयं स्थाप्यो वृद्धये राजधानिके du 
रक्ताम्बरसमायुवतो वालचन्द्रसमप्रभः 

रण्डमकु टोपेतो त्रत्रयसमन्वितः ॥ 
शक्ति च मुसलं खड्गं चक्रं पाशाभये वहन्‌ । 
दक्षिणेऽदक्षिणे वस्त्रं क.मु खेटकं तथा ॥ 
agi च ध्वजं FANG A वरदं वहन्‌। 
सोपवीतो मयूरस्थर्शवितद्वयससायुतः I 
ग्रामादौ स्थापनीयोऽयं प्रसादादौ च सिद्धये। 
एवं पञ्चविधः स्कन्दविभागस्स्थानभेदतः ॥ 
द्वापरे स्यान्न वान्यत्र सर्वे सवत्र वा मता: | 


विविषब्राहुयुक्तः विविधवणंश्च स्कन्दः चतुभु ज॑ fate च शान्तं सिद्धिप्रदं स्मतम्‌ । 


BPO WO 


द्विभुजश्च चतुर्वाहुष्षड्भूजोऽष्टभुजः Ud 

द्विषडभजः पञ्चभेदा एतेषां लक्षणं श्रृणु । 
द्विहस्ते पञ्चभेदोऽस्ति कटिबद्धाभयं तु वा ॥ 
THe सकबद्धं वा दण्डेन कटिबद्धकम्‌ | 
शक्तिवस्त्रधरं वापि शक्तिकुक्कुटमेव च ॥ 
चतुभ जस्सप्तभेदं वज्त्रशक्तिवराभयम्‌ | 
अभयं वरदं पर्चादक्षमालाकमण्डलुम्‌ ॥ 
ततो वे कुण्डि अक्षस्सृक_ कटिबन्धाभयान्वितम्‌ | 
पश्चादभीतिवरदं शक्तिकुक्कुटसंयुतम्‌ ॥ 
ततोऽभयं च शक्तिं च कुक्कुटं चाक्षमालिकाम्‌ | 
शक्सिं कमण्डलु पश्चात्‌ कटिवद्धाभयं तु वा ॥ 
पश्चात्कुक्कुटशक्तिभ्यामसिखेटसमायुतम्‌ | 
षड्मुजे त्वभयं खड्गं शक्तिं दक्षिणपाणिषु ॥ 
खंटक WAH च कुक्कुटं वामपाणिषु। 


अष्टबाहुं ततो वक्ष्ये वराभीवज्त्रशक्तयः ॥ 
ड्गडटशर चापं द्विषड्भूजमथ IT! 


द्विषड्भूजेपि षड्भेदं तत्तद्भेदं वदाम्यहम्‌ ॥ 
सव्ये शक्तिशरं खड्गध्वजं चैव गदाभयम्‌ | 
वामे वञ्रं धनु: खेटे पद्मं शूलं वरं पुन 

शक्तिं बाणं च खड्गं च चक्रं पाशं प्रसारितम्‌ | 
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सव्ये वामे$पि चक्र च शङ्कं वै कुक्कुट तथा ॥ 
वनुदण्ड हलं चैव विश्वामित्रमहामुने! । 
शवितं च मुसलं खड्गं चक्रं पाशं तथाभयम्‌ ॥ 
वज्रं धनुध्वंजं खटमझकुशं वरदं तु dri 
शक्तिं खड्गं ध्वजं पद्मं कुक्कुटं प्रासदण्डक्रे ॥ 
वराभयधनुर्बाणा टङ्कुमतैयुं तं त वा। 
वज्रं शक्तिं च दण्डं च चक्रं पाशाड कुशं गदाम्‌ ॥ 
शूलं च चक्रपद्मे च वरदाभयसंयुतम्‌ । 
शक्ति चर्ममसि शूलं विशिखाभीतिकामु कम्‌ ॥ 
चक्रं पाशं कुक्कुटं च वरदं द्वादशैः करे: । 
दधानं षण्मुखं शान्तं प्रतिवक्त्रं त्रिलोचनम्‌ i 
एवं विधानं षड्वक्त्रमेकास्यं वाथ कल्पयेत्‌ । 
कुछ कुमाभं द्वादशाक्षं सर्वाभरणभूषितम्‌ ॥ 
आसनं स्थानकं वापि यानकं त्रिविधं स्मृतम्‌ । 
आसनं द्विभुजं sad स्थानकं च चतृभु जम्‌ ॥ 
द्विषड्भुजं चाष्टबाहुं षड्बाहुं घ्यानरूपकम्‌ | 
योगं भोंगं च यानं बेरं तु त्रिविधं पुनः ॥ 
आसनं योगब्रेरं स्यात्‌ स्थानक ^ भोगबेरकम्‌ | 
यानकं यानबेरं स्यान्नागरादिक्रमं तथा॥ 
सात्विकं द्विभुजं बेरं राजसं स्याच्चतुभु जम्‌ | 
तामसं द्वादशभुजमेवं स्यादर्चनाविषौ ॥ 
पीतं वा रक्तवर्णं वा श्यामवर्णमथापि वा । 
स्कन्दं पद्मासनस्थं वा मयूरारूढमेव वा |! 
गजेन्द्रयानकं वापि शक्त्येकासहितं तु का । 
शक्ति विनापि der सोपवीतं सुयौवनम्‌ ।। 
छन्नवीरसमायुकतं पादन्‌पुरसंयुतम्‌ | 
पत्रक्णयतं कान्तं नानाकुण्डलक- तु वा ॥ 
मन्दस्मितं बालवेषं शोभनाङ्गं शुभेक्षणम्‌ । 
करण्डमकुटोपेतं = ॥ 
afwgaud वापि शक्त्यकसहितं तु TI 
शक्तिं विनापि कतुव्य योगबेरं तदीरितम्‌ ॥ 
ेव्योरत्सेधमच्व oy कौशिक सुब्रत! | 
कर्णान्तं वास्य सीमान्तं हन्वन्तं बाहुतुर्ङ्गकम्‌ ॥ 
हिवकान्तं वा स्तनान्तं वा कल्पयेदुत्तमाति च | 
मध्यमं दशतालेन देव्यौ च परिकल्पयेत्‌ ॥ 


महावल्लयाक्ति वक्ष्य ञ्याममन्दस्मितातनम्‌ । « 
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स्थितं वै सव्यपादं तु वामपादं तु कुञ्चितम्‌ ॥ 
पद्मधृग्वामहस्तं च सव्यहस्तं प्रलम्बितम्‌ । 
देवसेनाकृति वक्ष्ये रक्तं मन्दस्मिताननम्‌ ॥ 
स्थितं वै वामपादं तु दक्षपादं तु कुञ्चितम्‌ | 
उत्पलं सव्यहस्तं च वामहस्तं प्रलम्बितम्‌ ॥ 
सिन्दूरारणमिन्दुकान्तिवदनं केयूरहारादिभि- 
दिव्यैराभरणैविभूषिततनु' स्वर्गादिसौस्यप्रदम्‌ | 
अम्भोजाभयशक्तिकुक्क्रुटधरं रक्ताङ्गरागांशुकं 
ुब्रह्मप्यमुपास्महे प्रणमतां भीतिप्रणाशोद्यतम्‌ ॥ 
एकवकूत्रं ह्विदोदेण्डं कटिबद्धाभयान्वितम्‌ | 
तरुणारुणसङ्काशं सुब्नह्म ण्यमुपास्महे ॥ 
चतुभु ज॑ द्विनेत्रं च ३वेतपद्मासनस्थितम्‌ । 


कुक्कुटाभयवस्त्राण दधतं वरदं Ht 


किञ्चित्केशशिखाबद्धपुष्पमालाभिरावृतम्‌ । 
मेखलाम्बरसंवीतं रत्नभूषणभूषितम्‌ ॥ 
धृम्रव्णप्रभ॑ स्कन्दं प्रभामण्डलमण्डितम्‌ | 
qaga द्विनेत्रं च जटामकुटसंयुतम्‌ | 
सवेतार्कंपुष्पमालं च हेमरत्नकिरीटिनम्‌ ॥ 
चतुभु जैवंप्त्रशक्तिकुक्कुटाभयधारिणम्‌ l 
दिव्यगन्धानुलिप्ताङ्गं शुक्लयज्ञोपवीलिनम्‌ ॥ 
सिवशक्तिज्ञानयोगं ज्ञानशक्तिस्वरूपकम्‌ | 
द्विमुखं चाष्टबाहुं च इवेतं वा इ्यामकन्धरम्‌ | 
सुवाक्षमालां खड्गं च स्वस्तिकं दक्षिणे करे ॥ 
कुक्कुटं खेटकं वज्त्रमाज्यपात्रं तु वामके | 
अरिनिहोत्रविधि देवमर्निजातस्वरूपकम्‌ ॥ 
चतुव कूत्राष्टनयनं भूज।ष्टकमलासनम्‌ | 
कुञ्चितं वामपादं च सुस्थितं दक्षिणं पदम्‌ ॥ 


. शक्त्युत्पले पुष्पबाणमयं दक्षिणे करे । 


वस्त्रं चेक्षुधनुरशूलं वरदं वामके दधम्‌ ॥ 
पद्मपुष्पनिभं चेव सौरभेयस्वरूपकम्‌ | 
एकवक्त्रं त्रिनयनं दाडिमीकुसुमप्रभम्‌ | 
करण्डमकुटोपेत कुक्कुटध्वजधारिणम्‌ ॥ 
नीलोत्पलधरं वन्दे मकरारूढमव्ययम्‌ । 
परशुं पूर्णकुम्भं च सव्यहस्ते तू धारिणम्‌ ॥ 
अरणि कुक्कुटं वामे गाङ्गेयसमरूपकम्‌ | 
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चतुभु जं त्रिनेत्रं च हेमरत्लकिरीटिनम्‌ । 
शूलं IA धरं सव्ये वराभयकमन्यकरे ॥ 
इवेतवस्त्रधरं देवं सर्वेषां रक्षणोन्मुखम्‌ । 
जायया amei तू कल्याणोत्सवविग्रहम्‌ ॥ 
पादाम्बुजं हृदि घ्यात्वा गुहरूपं समाश्रये | 
द्विनेत्रं द्विभुजं चेव  बालसूर्यधरं प्रमुम । 
दक्षभागे दण्डहस्तं वज्त्रवामोरुहस्तकम्‌ ॥ 
सव्यापसव्यपादं तु स्थितं वा कुञ्चितं तु वा । 
शिखायज्ञोपवीताइचं मौञ्जीकोपीनसंयुतम्‌ ॥ 
मेखलोपरिवडयाणं रक्तपद्मोपरि स्थितम्‌ । 


दिव्यरूपधरं देवं ब्रह्मचारिणमाश्रये ॥ 
षड्भुजं चँकवदनं करण्डमकुटान्वितम्‌ । 
शक्तिहस्तद्वयं चेव जपमालाधरं शुभम्‌ ॥ 
मयूरवाहनारूढं वराभयकराम्बुजम्‌ | 


इत्येवं विधिवद्‌ ध्यायेच्छिवदेवस्य 'देशिकम्‌ ॥ 
एकास्यं द्विभुजं वामे ast दक्षिणजे करे | 
इच्छाज्ञानक्रियाशक्तिरूपं शक्तिधरं भजे ॥ 
एकाननं द्विनयनं वरकुक्कुटो च 
वामद्वये निशितशकत्यभयद्वयं च । 
विश्राणमीस्वरसुतं तपनायृताभं 
नित्यं नमामि गजवाहनमिष्टसिद्धचे ॥ 
शक्ति घण्टां घ्वजसरसिजे कुक्कुटं पाशदण्डौ 
zw बाण वरदमभयं कार्मुकं चोद्वहन्तम्‌ | 
पीतं सौम्यं द्विदशनयनं देवसङ्करूपास्यं 
afg: पूज्यं शरवणभवं षण्मुखं भावयामि। 


पड्भूजं चैकवदनं बालसूर्येसमप्रभम्‌ । 
सर्वाभरणसंयुक्तं सिहस्थं दधतं भजे॥ 
faa afanta पुष्पबाणेक्षुकार्मूकम्‌ । 


खड्गं खेटं च वज्रं च कुक्कुटघ्वजधारिणम्‌ ॥ 
वरदमङ्कूशध्वजे च कटकौ चापवस्र- 
मभयपाशचक्रखड्गमुसलशक्तिमन्वहदम्‌ ! 
द्विदशपाणिभि दंघानमरुणको टिसन्ति भं 

भजत तारेकारिमत्र भवविनाशकारणम्‌ 1! 
एकवक्त्रं त्रितयं गजपृष्ठोपरि स्थितम्‌ । 
पण्मुखं चाभयं खड्गं शक्तिं वामेतरे दधम्‌ d 


ब्रह्मशास्ता 
कुः o do 


बल्लीकल्याण सुन्दरः 
qo qo 


द बालस्वामी 
^ Jo ado 
क्रौञ्च भेत्ता 
(i) Fede 


(i) श्रीतत्व० ` 


 शिखिवाहः | 
(i) $9 qe 


. महाबल्लीदेवसेनायुक्तं सुरगणप्रियम्‌ ॥ 
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खेटकं चाक्षमालां च FPE वामहस्तके | 
तारकार भजे ख्यातं MOR SS T 


वामे करे च युगले करकुण्डिकि च 


सव्येऽक्ष सूत्रम भयं ad faman | 
वल्ल्या युतं वनजलोचनमेकवक्‌त्रं 
वन्दामहे वनजसंभवशासितारम्‌ ॥ 


हस्तद्नदवेऽक्षमालामभयमपि धृतं कुण्डिकां श्रोणिवन्धं 
सव्येवामे निषण्णस्त्रुवधृतविधिना हृयमानेन युक्तम्‌ | 
aie Up: जलकलशधृता विष्णुना चारूणाभं 
वल्लीकल्याणमूति सकलळूसुरगर्णेस्स्तूयमानं प्रपद्ये । 
पद्मसब्यकटिसंयुतवामं पद्मकात्तिनिभभेकमुखं च । 
बालवृद्धिकरमीश्वरसूनु MAY AIA प्रणतोऽस्मि | 
अभय्रशितकृपाणौ afaa च सव्ये 


वरदकुलिशचापं खेटकं चान्यहस्ते । 
दधतममरसेनानायकं चाष्टबाहुं 
कमलवदनषट्क क्रौञ्च भेत्तारमीडे ॥ 


qs त्रिनेत्रं च स्थितं सिहासनोपरि। 
वरदा भयसंयुक्तपुष्पवाणेक्षु कार्मुकम्‌ N 
मयूरवाहनारूढ़ं नमस्ये  रक्षणोन्मुखम्‌ | 
क्रौञ्चभेदकरद्वन्द्वं क्रौञ्चभेदिस्वरूपकम ॥ 
विद्ुमप्रभमेकमुखं विभुं वञ््रशक्तिवरदाभयपाणिम्‌ | 
देवलोकरिपुष्नमविघ्नदं नौमि रुद्रभवं शिखिवाहम्‌ ॥ 
दाडिमीपुष्पसद्भाशं गुञ्जाभं क्रुङकुमाकृतिम्‌ | 


षड्वकत्रसहितं देवं द्वादशाक्षं सुयौवनम्‌ N 
चतभु TAU यज्ञसूत्रेण संयुतम्‌ । 
वरदाभयसंथूक्तं कमण्डल्वक्षधारिणम्‌ l 
नकङुण्डलसंयुक्तं करण्डमकुटोज्ज्वलम्‌ | 
हारकेयूरकटककटिसूत्रेविभूषितम्‌ 1 
रत्नविद्रुमभूषाढ्यं झ्न्नवी रसमायुतम्‌ | 
पादन्‌पुरसंयुक्तं सर्वाभरणभूषितम्‌ ॥ 


` सवलक्षणसंयुक्तं कुमारं दद्भुरात्मजम्‌ | 
थे vd यजेन्नित्यं सर्वलोक्रहितावहम्‌। ` 
पं स्कन्दं M 
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go काभि० 


( राण) 


विद्रुमनिभ द्विदशहस्त रविनेत्र 
शक्तिशरखड्गमभग्रध्वजगदां च। 
वामक रचापक्रुलिशाब्जवरशूल- 
खेटधरसव्यकर षण्मुख नमस्ते ॥ 
षड्वक्त्रं शिखिवाहनं त्रिनयनं रक्ताम्बरालङ कृतं 
aba चरमं च खड्गशूलविशिखाभीति धनुश्चक्रकम्‌ | 
पाशं कुक्कुटमङ कुशं च वरदं दोभिदंधानं तथा 
ध्यायेदीप्सितसिद्धिदं शशिधरं स्कन्दं सुराराधितम्‌ ॥ 
लो कालोक।न्धका रप्रतिहतकि रणै ्भानुको टिप्रकाशं 
भूमिन्यस्तैककोटीष्वसनमपि शरं लम्बमानोध्वंकायम्‌। 
हस्ताभ्यां चेतराम्यां धृतमथ कुलिशं शक्तिमम्भोर्हाक्षं 
सर्वालङ्कारयुक्तं भजत सुरपुरीपालकं वाहुलेयम्‌ ॥ 
"qus चैकवकत्रं त्रिनेत्रमभयं वरम्‌। 
पाशाङ कुशदधं चेव ज्वालाकेशशिखण्डकम्‌ ॥ 


इन्द्रवीलरथारूढं रक्तोत्पलसमप्रभम्‌ । 
चतुर्दंशादिभवतं शिखिवाहनमा चरेत्‌ ॥ 
सुब्रह्मण्यायतनम्‌ 


गुहस्य स्थापनं वक्ष्ये तल्लक्षणपुरस्सरम्‌ | 
पुरादेमं ध्यमे वाग्नौ यमे वा मध्यमे तयोः ॥ 
नैऋते वण्णे वायौ सोमे शर्वेऽ्यवा भवेत्‌ । 
अन्तरालेऽथवा तेषां शिवधाम्न्येवमेव वा ॥ 
अन्यदेवालयेप्येवमथवा पर्वतोपरि । 
पर्वतस्यान्तिके वापि नद्युद्यानादिकेऽथवा ॥ 
राजधान्यादिके वाथ पुप्पक्षेत्रे गृहेषु वा । 
प्रासादमण्डपादीनां देशे पुण्यतरुष्वथ ॥ 
` कुमारालय इष्टस्स्याद्धामलक्षणलक्षितः 
अथैका दित्रयस्त्रंशद्धस्तविस्ता रसंयुतः 
त्रेतायां नवहस्तोध्वं विस्तारो ने 
दिङन्यस्तस्कन्दरूपाढयः केवलो 
चस्त्वयवा | 


तगर्भाद्येष्टकयान्वितः 
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प्रागुक्तमण्डप।द्यंश्च प्राकाराद्यैशच मण्डितः | | 
qafa: RIAT वा दक्षोत्तरमुखस्तु वा ॥ 
परिवारामरंयु क्त. कथ्यन्ते ते प्रसङ्गतः । 
meat राक्षसेन्द्रश्‍च fares भूतराट्‌ ॥ 
गन्धर्वः किन्नरो देत्यनायको दानवाधिपः | 
क्रमात्पूर्वादिशर्वान्तस्थिता एते waar: ॥ 
वरदाभयसंयुक्ताः खडगखटसमन्विताः | 
खड्गखेटसमायुक्ता द्विभुजा वाञ्जनध्रभाः ॥ 
भीमरूपास्सुशान्ता वा वद्धकेशास्तु वा मता: । 
शकुनी पूतना चेव रेवती चार्धपूतना ॥ 
वक्त्रमण्डिनि शान्ता च एता देवाष्टमूर्तयः | 
पण्मुखश्शक्तिपाणिश्च कार्तिकेयो गुहस्ततः ॥ 
स्कन्दो मयूरवाहस्स्यात्सेनानीर्शक्तिहस्तवान्‌ । 
एते वा मृतिपास्तस्य कृताञ्जलिपुटान्विताः ॥ 
वज्रपद्म ध रास्सवे स्कन्दोक्तलक्ष्मसंयुताः | । 
चतुभु जा द्विहस्ता वा षड्वकत्राश्‍चेकवकत्रका: ॥ | 
एते वा. परितस्स्थाप्या; क्रमात्पूर्वादियोगत: । 


इन्द्रादीन्वाष्टपीठं वा मयूरं वाग्रतो गजम्‌ ॥ 
विघ्नेशं aad भानुं महापीठं प्रकल्पयेत्‌ । 
बलिपीठं च शर्वोक्तान्परिवारांस्तु वान्यसेत्‌ ॥ 
| | बलिपीठदलेष्विन्द्रपूर्वान्मध्ये ग्रहेश्व रा: । 


सुब्रह्मण्यद्वा रपालकौ 


à; सुदेहसुमुखो विप्रौ गुहस्य द्वारपालकौ। 
(1) %o qo एकवक्त्रो fag च गदाभयकरौ स्मृतौ ॥ 
चतुभु जो चेत्तस्योध्वे वज्त्रशक्तिधरौ तथा | 
रक्तश्यामलवर्णाढयौ सर्वाभरणभूषितौ ॥ 
सुदंष्ट्रो स्मितवकूत्रौ च करण्डमकुटोज्वलौ | 
दक्षिणे तु सुदेहं च सुमुखं च तथोत्तरे॥ 


(ii) go कामि० द्वारपौ कल्पयेदूद्रारे श्यामरक्तनिभौ ,क्रमात्‌ । 
दक्षवामगतौ द्वाराद्‌ द्विभुजी वा चतुभुजौ॥ 
खड्गखेटधरौ सूचिमुद्राविस्मयसंयुतौ | 


स्यामाभौ रक्तवणौं वा सितक्ृष्णौ भयङ्कुरौ ॥ 
जयाख्यविजयाख्यो द्वौ द्वारपौ विक्रृक्षननौ | 


चतर्थो पटल: समाप्तः 
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पश्चमो पटलः 


देवी-प्रतिम-लक्षएम्‌ 


शाक्त-प्रकरणम्‌ 


feo ब्राह्म-वैष्णव-शैव-पुरुष-प्रतिमालक्षणावुक्रममधिकृत्य ब्रह्मणङ्शाक्तेस्सरस्वत्या एब 
प्रथमं लक्षणं दीयते | 

१. ध्यानम्‌ या कुन्देन्दुतुषारहारधवला या JAAT 
i या वीणावरदण्डमण्डितकरा या श्वेतपद्मासना । 

या ब्रह्माच्युतशङ्खुरप्र भृतिभिर्देवेः सदा वन्दिता 

सा मां पातु सरस्वती भगवती निःशेषजाड्यापहा ॥ 

qs, शिल्प० देवीं कुन्देन्दुगौ राममृतकरकलास्मेरकोटी रबन्वां 
| -  मुद्राबोधाक्षमालावरकलितकरां पुस्तकाक्रान्तहस्ताम्‌ | 
शुभ्राकल्पां fat त्रिभुवननमितामक्षराधीनमूर्ति 

वन्दे वाग्देवतां at जगदुदयकरीं मातृकां विश्वयोनिम्‌ ॥ 
MEE amet शारदनीरदेन्दुविमलामालेखिनी पुस्तक-- 
व्यासङ्गोद्यतबाहुमूजितवचो विज्ञानबोघात्मिकाम्‌ l 

झुभ्राकल्पविभूषितां त्रिनयनां भास्वज्जटाशेख राम्‌ 

सम्बोधाय सरस्वतीं भगवतीं बन्दे मनोज्ञाकृतिम्‌ ॥ 
सरस्वत्यर्चनम्‌ मठेऽयवा गृहे चोक्ता देवार्चा वेदिकोत्तमा। 
2 तत्रस्थां पूजयेद्देवीं वाग्वाणीं (वाग्देवीं) चेव भेरवीम्‌ ॥ 

. was मण्डलं कृत्वा सूर्यकोणरलडकृतम्‌ । 

तन्मष्यसूत्रतः कुर्याद्‌ द्वाराणि च चतुदिशम्‌ ॥ 

द्वारपालाः पूज्याश्च क्षेत्रपालास्ततो नुभिः। 

पज्यास्तथाऽऽ्टदिक्पाला क्रमतश्च प्रदिक्षणम्‌ ॥ 

महाप . चाऽष्टदलं तन्मध्ये कणिकां तथा । 

` वत्नात्तरे च भैरव्याः कुलदेव्याश्च कणिकाः ॥ 

_ तत्तेशरमध्यपङक्तो aqin: सिता 

i इवेतरक्तपीतकृष्णा: पुनरप्येब C 
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नीलकण्ठी ३वेतभुजा ३वेताङ,गी चन्द्रशेखरा। 
महाविद्या महावाणी भारती च सरस्वती ॥ 
सम्पूज्या मन्त्रतः कृत्वा तोरणानां चतृष्ट्यम्‌ | 
वस्त्रान्ते (वेश्‍मान्ते) पीठिकायुक्तं वितानादिविभ्रूषितम्‌ ॥ 
मुष्टिमात्रेककग्रासपरेणाग्र दिनेषु q | 
कार्यमेकाग्रमनप्ता प्रायश्चितं च धीमता ॥ 
इवेतवस्त्रान्तरे स्नाप्यं शुद्धे लग्ने दिने पुनः । 
BB Tee इवेतवस्त्रेर्युतं शिष्यमानयेत्तोरणान्तिकम्‌ ॥ 
; सुलग्नवेलामुहुते अन्तवेद्यां तु स्थापयेत्‌ । | 
निरीक्षयेतु वाग्देवीं प्रसीद परमेश्वरि ॥ 
अर्चयित्वा ततो देवीं पुष्पाञ्जलिमथापंयेत्‌ । 


cag मन्त्रः : “ॐ ह्वीं कौशिनी पादान्नमः । ऊं ह्वीं उ पकेशनी पादान्नमः ॥ 
em: at ह्लीं सर्वकेशीपादान्नमः। आँ हां ह्लीं सरवस्ती पादान्नम: ॥ 
कनकः pur 


n 


i Frey! आ हों हृदयाय नम: ॥ m ह्लीं शिरसे स्वाहा ॥ 

fen — आँ ह्लीं शिखाय aye । m हीं कवचाय हम ॥ 

; . हां नेत्रत्रयाय वौषट्‌ | ऊँ हू: अस्त्राय फट ॥ 

KARAT: 

आं गं गणपतये नमः। आं बं बंटुकनाथाय नमः ॥ | 

आँ दि दिकूपालेम्यो नम: । आँ द्वं द्वारपालाय नमः ॥ | 
= | at a क्षेत्रपालायनम: । आँ a कलविद्यायै नमः ॥ 
im आँ हीं शक्तिबीजाय नमः । आँ रांरीं रूपायै नमः ॥ 
शक्तिबीजत्रयम्‌ 

आं हीं ह्ला हीं g हंसवीजाय तमः॥ | 

| 

| 

Fi 


आं gi ह्लीं नमः n इति जाप्य 
आ ह्लीं वद वद वाग्वादिनि नमः | 
सारस्वतजपः . १००००८५ Ul 
होम: कुर्याद्दशांशेन quid agaa: । 
होम: १०००८ इति अन्यः स्यात्‌ सारस्वतः ॥ 
लिखितं पाठयेच्चेव चित्राद्यं रूपसाधकम्‌” d 


e =j ade 


णम  . E 1 
6) be सरस्वती Agee ३वेतपद्मासनान्विता ' 
i Y a É ` जेटामुकुटसयुक्ता शुक्लवर्णा सिताम्बरा il 
"T ase eae यज्ञोपवीतसंयक्ता रत्नकुण्डलमण्डिता । 


E Ege ; व्याख्यान चाक्षसूत्रं च दक्षिणे त॒ करद्वये ॥ 

` ` ' Oe पुण्डरीकं च त्रिनेत्रा चारुरूपिणी । 
ऋज्वागता कृतास्सव मुनिभिस्सेविता वरा ॥ 
एव लक्षणसंयुक्ता वाग्देवी परिकीतिता। 


TOC 
1} 2 
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(11) qe का० 


111) fao Wo 


(iv) स्क० Jo 


(v) मान० 


( ११९ ) 


स्वेतपद्मासनसीनां शुक्लवर्णा चतभ जाम | 
जटामकुटसंयुक्तां मुक्ताकुण्डलमण्डिताम्‌ ॥ 
यज्ञोपवीतिनीं हारमुक्ताभरणभ्ूषिताम्‌ l 
दुकूलवसनां देवीं तेत्रत्रयसमन्विताम ॥ 
सुदण्डं दक्षिणे हस्ते वामहस्ते तु पुस्तकम्‌ | 
दक्षिणे चाक्षमाला च करकं वामकरे करे॥ 
गगीशाकृतिराख्याता i 2] 


देवी सरस्वती कार्या सर्वाभरणभूषिता । 
चतुभु जा सा कतंव्या तथेव च समुत्थिता ॥ 
पुस्तकं MAMA च तस्या दक्षिणहस्तयोः | 
वामयोइच तथा कार्या बेणवी च कमण्डलुः ॥ 
समपादप्रतिष्ठा च कार्या सौम्यमुखो तथा | 
जटाजूटधरा शुद्धा चन््रार्घकृतशेखरा | 
पुण्डरीकसमासीना नीलग्रीवा त्रिलोचना ॥ 
पद्मपीठोपरि स्थापयित्वा देवीं पद्मासनासनाम्‌ । 
शुद्धस्फटिकसंका शं मुक्ताभरणभूषणम्‌ ॥ 
चतुर्बाहुं द्विमेत्रां च केशबन्धां च मौलिनीम्‌ । 
Tardy लोपेतां ग्राहकुण्डलभूषणाम्‌ ॥ 
ललाटे Wo स्यान्मौक्तिकपट्टमेव वा | 
कर्णपुष्पशच मौबत्येन कर्णदामभिरलडकृतम्‌ ॥ 
हारोपग्रौवसंयुक्तां मुक्तारत्मावलीं तथा । 
कु चबन्धनसंयुक्ता बाहुमालाविभूषणी ॥ 
केयूरकटकंयु कतां प्रकोष्ठवलयां तथा। 
मणिबन्धक्रटकां वा मौक्तिकपूरमेव च ॥ 
मध्याङ्क.लं विना सर्वे मूलतो रतनाङ्ग,लीयकेः | 
didi च लम्बनं चैव म क्तिकपट्टयुक्तिका ॥ 
पादजालां भुजङ्गानां गुल्फस्योपरि भूषणीम्‌ । 
पादनूपुरसंयुक्तां पादरत्नाङ्ग लीयकः ॥ 
मौक्तिकोत्तरीयसंयुक्तां सर्वालङ्कारभूषणीम्‌ | 
पुरतः सव्ये = पुस्तकं वामहस्तके ॥ 
दक्षिणे परहस्ते तु चाक्षमालावधारणीम्‌ । 
कुण्डिका वामहस्ते च धारयेत्तु सरस्वती ॥ 
अथवा द्विभुजं gated मुकुटं भवेत्‌ । 
दक्षिणं वरदं हस्तं वामहस्ते च TAFA 
करण्डमकुटं वापि हेमवर्णाङ्ग शोभितम्‌ 
पीताम्बरं यथारत्तं मुक्ताभरमेव च ॥ 
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| (vi) स्पर 


महालक्ष्मी: 
Miki 
Wo $e 


लक्षणम्‌ 
(1) विशव० 


(i) amo — 


( २९७ ) 


कणेयोः UTES, सूत्रयुवतां सुमङ्गलाम्‌ | 
द्विनेत्रीं प्रसन्नवदनां सर्वाभरणभूषणीम ॥ 
पितामहस्य qmd तु स्थानकं चासनं तु 5 
वामभागे तु सावित्री श्वेतरक्तामथापि वा ॥ 
amigi वा द्विभुजं च हिनेत्रकम्‌ | 
स्थानकं चासनं वापि करण्डमकुटान्वितम्‌ ॥ 
अथवा केशबन्ध॑ वा कर्णे मकरकुण्डलम्‌ । 
दुकूलाम्बरधरं वापि पीताम्बरमथापि वा ॥ 
सर्वाभरणसंयुक्तां वरदां वामहस्तके | 
दक्षिणे चोत्पलं कुर्याच्छेषं प्रागुक्तवन्नयेत्‌ ॥ 
सरस्वतीं च सावित्रीं दशतालेन कारयेत्‌ । 
एकवक्त्रा Adee मुकुटेन विराजिता। 
प्रभामण्डलसंयुबता कुण्डलान्वितशेख रा ॥ 
अक्ष।ब्जवीणापुस्तकं महाविद्या प्रकीतिता | 


. वराक्षाब्जं पुस्तकं च सरस्वती शुभावहा ॥ 


अक्ष्रक्‌परशु गदेषु कुलिशं पद्मं धनुष्कुण्डिकाम्‌ 
दण्डं शक्तिर्मास च चमं जलजं घण्टां सुराभाजनम्‌ | 
शूलं पाशसुदर्शने च दधतीं हस्तैः प्रवालप्रभां 
सेवे सेरिभमदेनीमिह महालक्ष्मीं सरोजस्थिताम्‌ ॥ 
कोल्लापुरं विनान्यत्र महालस्क्षीर्यदोच्यते | 
लक्ष्मीवत्सदा कार्या खूपाभरणभ्रूषिता |i 
दक्षिणाधः करे qag कौमोदकीं ततः। 
वामोर्ध्वे खेटकं धत्ते श्रीफलं तदधः करे ॥ 
विश्रती मस्तके लिङ्गं पूजनीया विभूतये । 
रक्ताब्जं पीठतश्चोर्ध्वे देवी पद्मासना भवेत्‌ । 
चतृभु'जं त्रिनेत्रं च मकुटं कुन्तलं भवेत्‌ ॥ 
प्रसन्नवदना देवीं शुद्धकाञ्चनसन्निभाम्‌ | 
पीताम्बरधरां रक्तमंशुकभरणीम्‌ ॥ 
बिशालाक्षमायतं कुर्यादपाङ्गकोणे स्मिताननाम्‌ | 
दक्षिण त्वभयं पूर्वे डिण्डिमं वामहस्तके ॥ 
अपरे दक्षिणे पदं चाक्षमालामथापि वा। 
वामे नीलोत्पलं arig रकतपद्ममुद्धृतं तु वा ॥ 
'पीनोन्नतस्तनतटां फाले भ्रमरकान्विताम्‌ | 
जगवा रत्नपट्टं स्थात्स्वणंताटडूं कर्णयोः ॥ 
पकर greet बापि कर्णयोः स्वणंदामयुक्‌ | 
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(४) अंशु आ० 


(11) qo कार० 


(ii) fao sro 
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हारोपग्रीवसंयुक्तां सूत्रैश्च सुमद्धलीम्‌ ॥ 
कुचतटैश्च ia  हेमपट्टविभूषणीम | 
रत्नानि छत्नवीरं स्यात्स्वणरत्नोत्तरीययुक ॥ 
केयू रकटकस्वर्ण रत्नपूरिमसंयृताम >i 
प्रकोष्ठवलयं रत्ने: कटकं मणिबन्धक: ॥ 
wa कटिसूत्रं स्याद्रत्नदामादिभूषिणीम्‌ । 


रत्नहेस्ता च वस्त्रेण कुर्यान्नीव्यं च लम्बयेत्‌ ॥ 


नलकान्तं त्रिलम्बं स्यात्सर्वरत्तानि (त्न) शोभितम्‌ । 
भुजङ्गाङ्गवलयं पादौ चोर्ध्वाधो रत्नवन्धनम्‌ ।। 


पादनूपुरसंयुवता द्भ. ली रतना द्भ ,लीयकाम्‌ | 
बाहुमुलादि aya सर्वाभरणभुषिणीम्‌ ॥ 
अथवा द्विभुजं चेव वामहस्ते च डिण्डिमम्‌ । 
दक्षिणे रत्नपद्मं स्याच्छेषं प्रागुक्तवन्नयेत्‌ ॥ 
एवं प्रोक्तां महालक्ष्मी स्थापयेत्सवहम्येके | 
लक्ष्मीःपद्मासनासीता द्विभुजा काञ्चनप्रभा d 
हेम रत्नोज्वलैर्नक्रकुण्डलेः कर्णमण्डिता ॥ 
सुयौवना सुरम्याङ्गी कुञ्चितश्रूसमन्विता । 
रक्ताक्षी पीनगण्डा च कञ्चुकाच्छादितस्तनी ॥ 
शिरसो मण्डनं शङ्कचक्रसीमान्तपङ्कूजम्‌ | 
अम्बुजं दक्षिणे हस्ते वामे श्रीफलमिष्यते ॥ 
सुमध्या विपुलश्रोणी शोभवाम्बरवेष्टिता । 
मेखला कटिसूत्रं च सर्वाभरणभूषिता ॥ 
पद्मपत्रासतासीना पद्माभा पद्महस्तिनी । 
हेमरत्नोज्वलं नक्रकुण्डलं कर्णमण्डनम्‌ ॥ 
चन्द्रबिम्वामलमुखी - कर्णपूर्णायतेक्षणी । 
सुयौवना सुरम्याङ्गी कुञ्चितश्रूसविश्रमा ॥ 
रक्‍तोष्ठी पीनगण्डा च कञ्चुकाच्छादितस्तनी । 


शिरसो मण्डनं शकङ्कचक्रसीमान्तपङ्कूजम्‌ ॥ 
नागहस्तसमौ बाहू केयूरकटकोज्वलौ । 
cgi श्रीफलं चेव वामके दक्षिणेऽपि च ॥ 
शोभनाम्बरसंपन्ना श्रोणी च विपुला मता । 


मेखलाकटिसूत्राज्ञा लक्ष्मीलंक्ष्मी विवधनी i 
हरेस्समीपे कतंव्या लक्ष्मीस्तु द्विभुजा तृप 
दिव्यरूपाम्बरधरा सर्वाभरणभूषिता 


गौरी शुवलाम्बरा देवी रूपेणाप्रतिमा भुवि । 
पृथक चतुभु जा कार्या देवी सिहासना शुभा ॥ 
सिंहासनस्थं कतेव्यं कमलं चारुकणिकम्‌ । 
अष्टपत्रं महाभाग ! कर्णिकायां तु सा स्थिता ॥ 


Emm . 
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विनायकवदासीना देवी कार्या महाभुजा । 
बृहन्नालं करे कार्यं तस्याश्च कमलं शुभम्‌ ॥ 
दक्षिणे यादवश्रेष्ठ ! केयूरप्रान्तसंस्थितम्‌ । 
वामेऽमृतघटः कार्यस्तथा राजन्‌ ! मनोहरः ॥ 
तस्याश्च द्वौ करौ कायौ' बिल्वशङ्खधरौ द्विज!। 
आवजितघटं कार्य तत्पृष्ठे कुञ्जरद्वयम्‌ ॥ 
देव्याइच मस्तक्के पद्मं तथा कार्यं मनोहरम्‌ | 
(iv) मान० सामान्यां लक्ष्मीं कुर्याद्‌ द्विभुजां च द्विनेत्रकाम्‌ | 
रक्तपद्मोद्‌धृतौ हस्तौ सर्वाभरणभ्रूषिणीम्‌ ॥ 
शेषं तु पूर्ववत्कुर्याद्‌ देवीपार्वे विशेषतः । 
ऐरावतद्वयं चेव कुर्यादाराधयेत्सुधीः ॥ 
सर्वेषामालये द्वारे मध्यरङ्गे तु पूजयेत्‌ । 
अथवा विष्णुपार््वे तु लक्ष्मीलक्षणमुच्यते ॥ | 
द्विभुजां च हिनेत्रां च करण्डमकुटान्विताम्‌ | 
अथवा aa स्याद्वामहस्तोद्धृताब्जकम्‌ ॥ 
दक्षिणं हस्तं वरदं चाथवा लम्बनं भवेत्‌ । 
स्थानकं चासनं वापि स्थापयेद्‌ विष्णृदक्षिणे ॥ 
कुर्यात्त सर्वेलक्ष्मीनां मध्यमदशतालके । 
| सर्वाभरणसंयुक्तां हेमवर्णाङ्गशोभिताम्‌ ॥ 
श्रीः पद्मस्था पद्महस्ता च गजोत्क्षिप्तघटप्लुता | 
(1) fao ao श्री: पद्ममालिनी चैव कालिकाकृतिरेव o 
(1) Wo qo ७७ पूर्णचन्द्रमुखा शुभ्रा विम्बोष्ठी चारुहासिनी । 
स्वेतवस्त्रधरा कान्ता दिव्यालड्धारभूषिता ॥ 
कटिदेशनिविष्टेन वामहस्तेन शोभना d 


सपद्मेन वान्तेन दक्षिणेन शुचिस्मता ॥ 
, कतव्या Mi: प्रसन्नास्या प्रथमे यौवने स्थिता d | 
(31) शिहप० श्रियं देवीं प्रवक्ष्यामि नवयौवनशालिनीम्‌ । | 
सुलोचनां चारुवकत्रां गीराङ्गीमरुणाधराम्‌ ॥ 3 
सीमन्तं बिबुधी शीवो ( )मणिकुण्डलधारिणीम्‌ | 
श्रीफलं दक्षिणे पाणौ वामे पद्म तु विश्रतीम्‌ ॥ 
प्य पद्मा समासीनां ३वेतवस्त्रविभूषिताम्‌ | 
कङ्चुकाबद्धगात्रीं च मुक्ताहारविभूषिताम्‌ ॥ 
चामर बाज्यमानां च योषिदभ्यां पारद्वयो यों 
समानस्स्नाप्यमानां च भङ्ारसलिलोस्करैः |i | 
feo भूमिः वेष्णवी शवितरित हतोरत्रेव वर्ण्यते | 


put 


भूमिः सस्याङक्‌रनिभाभूमिर्नीलालकसमन्विता | 
(1) अ०आ० करण्डमक्‌टोपेता सर्वाभरणभूषिता ॥ 
पीताम्बरधरा चेव प्रसन्नवदनान्विता | 


CC-0. Gurukul Kangri Collection, Haridwar 


पद्मं वाप्युत्पलं वाथ उभयोस्तयोधःतम N 
i पद्मपीठोपरिटात्तु आसीना वा fegarf वा । 
(ii Jo कार० इयामवर्णनिभा भास्वद्राजीवसमलोचना I 
हेमयज्ञोपवीता च द्विभूजा च द्विनेत्रका। 
सर्वाभरणसंयुकता करण्डमकुटान्विता ॥ 
रक्ताम्बरधरा चेव दक्षहस्तोत्पलान्विता | 
धरण्याक्ृतिरेवं स्यात्‌ ` eeeeeee9 ॥ 
(iil) विञ्घ० शुक्लवर्णा मही कार्या दिव्याभरणभूषिता । 
चतुर्भुजा सौम्यवपुरचन्द्रांशुसदृशाम्बरा ॥ 
रत्नपात्रं सस्यपात्रं पात्रमोषधिसंयुतम्‌ । 
पद्मं करे च कर्तव्यं भुवो यादवनन्दन || 
दिग्गजानां agit च कार्या पृष्ठाता तथा। 
सवौषधियुता देवी शुक्लवर्णा ततस्स्मृता di 
(iv) मान० एषाः चेन्दिराः प्रोक्तास्तु महीशक्तिरिहोच्यते | 
द्विभूजां च द्विनेत्रां च करण्डमकुटान्विताम्‌ ॥ 
दुकूलवसनोपेतां मकुटं कुन्तलं तु वा। 
स्थानकं चासनं वापि विष्णूमूर्तेरपसव्यके ।| 
दक्षिणे चोत्पलं धृत्वा वामभागं तु लम्बनम्‌ | 
अथवा वरदं वामे श्यामवर्णाङ्गशोमितम्‌ ॥ 
मानयेद्‌ ama सर्वं शेषं तु पूर्ववत्‌ । 


मकरकुण्डल संयुक्तां सर्वाभरणभूषणीम्‌ ॥ 
टि०-विष्णुप्रिया तुलसीति हेतोस््ापि वैष्णवी देवी । 
तुलसीदेवी ध्यायेच्च तुलसीं देवी श्यामां कमललोचनाम्‌ | 
तु० मा० प्रसन्नां पद्मकल्हारवराभयचतुर्भुजाम्‌ ॥ 
किरीटहारकेयूरकुण्डला्िवि भूषिताम्‌ i 
धवलांशुकसंयुक्‍तां पद्मासनतिषदुषीम्‌ ।। 
महाकाली खङ्गं चक्रगदेषु चापपरिधाळ्छूलं भुञुण्डीं शिरः 
ध्यानम्‌ च०क० ag संदधतीं करंस्त्रिनयनां सर्वाङ्ग भूषावृताम्‌ | 


नीलाइमदतिमास्यपाददशकां सेवे महाकालिकां 
यामस्तौत्स्वपिते हरौ कमलजो हन्तुं मधु कटभम्‌ ॥ _ 
लक्षणम्‌ अष्टबाहुमं हाकाया शा ह i 
(i) कार० आ० | शङ्कचक्रगदाकुम्भमुसलाङ्क,शपाशयुकू । 
ast करे विश्रती सा महाकाली 
(ii) fao we सा भिन्नाञ्जनसङ्काशा 
विज्ञाललोचना 
खड्गपात्रशिर 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


काली घनश्यामा ततः काली  ताम्ररक्‍्तनिभानना | 
(1) भ० पु० कपालकणिकाहस्ता विज्ञेया भयनाशिनी 1 
(ii) &e ge “काळी करालरूपा च चण्डप।शोद्यता भवेत्‌” 
भद्रकाली अष्टादशभुजा कार्या भद्रकाली मनोहरा | 
fao धऽ आलीढस्वासनस्था य चतुस्सिहे रथे स्थिता ॥ 
, अक्षमाला त्रिशूलं च खद्भश्चन्द्रशच यादव | 
बाणचापे च कर्तव्ये WET तर्थव च॥ 
qrg च तथा कार्यों तथोदककमण्डलू | 
दण्डशक्ती च ster कृष्णाजिनहुताशनो ॥ 
हस्तानां भद्रकाल्यास्तु भवेच्छान्तिकरः कर: | | 
एकदचैव महाभाग ! रत्नपात्रधरो भवेत्‌ ॥ | 
दुर्गा चतुभु जा त्रिनेत्रा च सा स्याच्छयामनिभा वरा | 
(1) Ho ato सौम्या पीताम्बरोपेता पीनोरुजघनस्तना ॥ 
करण्डमकुटोपेता सर्वाभरणभूषितां । 
अभयं दक्षिणं gd कटकं वामहस्तकम्‌ ॥ 
परहस्ते तु सव्ये तृ चक्र वामे तु Suum | 
समपादस्थिता चेव पद्मपीठोपरि स्थिता i 
नागेन्द्रेण स्तनं बध्वा रक्तकञ्चुकधारिणी । 
एवं दुर्गा समाख्यता विष्णुलक्षणमुच्यते ॥ 
` (11) सुऽ are आदिशक्तेस्समुऱद्ध ता विष्ण॒प्राणानुजा शुभा | | 
शङ्कचक्रधरा देवी धनुस्सायकधारिणी ॥ | 
खड्गखेटकसंयुक्ता शूलपाशसमायुता । 
चतुभु जां वा कुर्वीत सवंभरणभूषिताम्‌ ॥ 
वयामवर्णा सुवदनां महिषस्य शिरस्स्थिताम्‌ । 
सिहारूढ़ां च वा कुर्यात्पद्मासनसमागताम्‌ ॥ 
(il) qo कारः ललाटलोचनं तस्यास्तिलकं च शिखामणिः d 
शशिखण्डकिरीटं वा मकुटं सकरण्डकम्‌ ॥ 
सनक्रकुण्डलं रत्नमण्डनं कर्णमण्डनम्‌ | 
कर्णावतंसकाकणं चूलिकापालिकान्वितम्‌ u 
चतुभु जसमायुक्ताष्टाभिदोंभिरन्विताम्‌ \ 
शूलं खड्गं शारं चक्र दक्षिणेषु करेषु च ॥ 
पाशखेटकशाङ्गाच we वामकरेषु Al 
चतुभु'जे च वामे तु we वरदहस्तकम्‌ ॥ 
चक्रं चभयहस्तं च दक्षिणे तु समायुता। 
द्विनेत्रा सौम्यवदना महिषस्य शिरस्स्थिता ॥ 
दुर्गायास्त्वाकृतिह्येवं ब्रह्मण्याकृतिरुच्यते । 
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(iv) fao To 


नव दुर्गा: 
(1) Wo go 


(ii) अ० ge 
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शवितं बाणं तथा शूलं खङ्गं चक्रं च दक्षिणे । 
चन्द्रबिम्बमधो वामे eqed कपालकम्‌ ॥ 
शूलं चक्रं च विश्राणा सिंहारूढ़ा च दिग्भुजा । 
एषा देवी समुद्दिष्टा दुर्गा दुर्गापहारिणो ॥ 
नवपद्मान्विते स्थाने पूज्या दुर्गास्स्वमूतितः | 
आदौ मध्ये तथेन्द्रादौ नवतत्वाक्षरेः क्रमात्‌ ॥ 
अष्ट'दश भुजैका तु पीनवक्षोण्होरूहा। 
सर्वाल ङ्क रसंयुक्ता सर्वसिद्विप्रदायिनी !। 
qii खेटकं घण्टमादर्श तर्जनी धनुः । 
eqs डमरुकं पाशं विभ्रती वामपाणिभिः ॥ 
शक्तिमुद्‌गरशूलानि वज्र शद्गमथाङकुशम्‌ । 
शलाकां मागण चक्र दधाना दक्षिणैः करें: ॥ 
जयमिच्छद्भिरित्येताः पूजनीया महात्मभिः | 
षोडशहस्ताइच शलाकां मागणं विना ॥ 
रुद्रचण्डा प्रचडा च चण्डोग्रा चण्डनायिका । 
चण्डा चण्डवती चेव चण्डरुपातिचण्डिका ॥ 
नवमी चोग्रचण्डा च मध्यस्था वह्निसन्निभा। 
रोचना भारुणा कृष्णा नीला शुक्ला च धूम्रिका ॥ 
पीता च पाण्डुरा ज्ञेया आलीढस्था हरिस्थिता 1 
महिषस्था ससस्त्रीका देत्यमूधंजमुष्टिका ॥ 
पद्माकृतिरथस्थाप्या इत्युक्तं स्कन्दयामले । 


अथाऽतोऽनन्तरं वक्ष्ये दुर्गाणां नवक तथा। 
आदौ तत्र महालक्ष्मी्तन्दा क्षेमकरी तथा ॥ 
शिवदूती महार(च)ण्डा भ्रमरी सवंमङ्गला । 
रेवती हरसिद्धिश्च नवदुर्गाः भ्रकीतिताः॥ 
क्रमतः पृथगेकेकाः कथयाम्यपरानित । 
वरं fud खेटं च पानपात्रं च विभ्रती ॥ 
नागं तथा नीलकण्ठे महालक्ष्मीः सुखप्रदा । 
अक्षसूत्रं खड्गसेटो पानपात्रं तथेव च॥ 
नन्दा ताम सुविख्याता पूज्या चानन्दहेतवे | 
वरं त्रिशुलं पद्मं च पानपात्रं करेषु च॥ 
क्षेमङ्करीति तन्नाम ्षेमारोग्यप्रदायिनी i 
कमण्डलुश्चक्रखेटौ TTA तथोत्तमम्‌ । 


शिवदूतीति तन्नाम सवंवृद्धिप्रदायिनी ॥ 
खड्गत्रिशूलौ घण्टा वे अथो चर्म तथोत्तमम्‌ m 
मह।र(च) ण्डा तथा नाम वन्दिता त्रिदशैरपि । 
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कात्यायनी 


(i) मयदी० ` 


( २२६ ) 


खड्गं sues खेट बिश्रती पानपात्रकम y 
wat च तथा नाम भ्रामयेद्दुष्टचेतस: | 
अक्षसूत्रं तथा वर्त्रं घण्टा पात्रं तथोत्तमम्‌ ॥ 

. सर्वमङ्गलमाङ्गल्या सर्वविघ्नविनाशिनी | 
दण्डं त्रिशूलं खट्वाङ्गं पानपात्रं च बिभ्रती ॥ 
रेवतीति तदा नाम सर्वशान्तिप्रदायिनी | 
कमण्डलुश्च खड्गश्च डमरुः पानपात्रकभ्‌ ॥ 
हरसिद्धिरिति ख्याता सर्वेषां सिद्धिहेतुका । 

रक्ताम्बरां श्यामलिनों द्विनेत्रां किरीटरत्नाङ्कितहेम भूषाम्‌ | 
सशूलखङ्गां धृतशङ्क चक्रां मृगेन्द्रयादां रविचन्द्रभूषाम्‌॥ 
अरिशङ्ककृपाणखेटबाणान्सचनुश्शूलकतर्जंनी दधाना | 
मम सा महिषोत्तमा द्ग संस्था नवदूर्वासद शी श्रियेऽस्तु दुर्गा ॥ 
विद्युहदामसमध्रभां मृगपतिस्कन्धस्थितां भीषणां 
कन्याभिः .करवालखेटविलसदधस्ताभिरासेविताम्‌ । 
: हस्तैश्चक्रवरासिखेटविशिखांस्चापाङ कुशौ तर्जनीं 
विश्राणामनलात्मिकां शशिधरां दुर्गा त्रितेत्रां भजे ॥ 
कालां स्फारां कटाक्षैररिकुलभयदां मौलिबद्वेन्दुरेखां 
शङ्कं चक्रं कृपाणं त्रिशिखमपि करैरुद्वहन्तीं त्रिनेत्राम्‌ 
सिहस्कन्धाधिरूढां त्रिभुवनमखिलं तेजसा पूरथन्तीं 
sada at जयाख्यां त्रिदशपरिवृत्तां सेवितां सिद्धिकामँः॥ 
सौवर्णाम्बुजमध्यगां त्रिनयनां सौदामिनीसन्नि भां 

Te चक्रवराभयानि दधतीमिन्दोः कलां विश्रतीम्‌ d 
वया ङ्गदहारकुण्डलधरामाखण्डलाद्यससतुतां 
ध्याये द्विन्थ्यनिवासिनीं शशिमुखीं पा्श्वंस्थपञ्चाननाम्‌॥ 
तर्जनीं fafrd दोर्भ्यां धारयत्तीं भयङ्कुरीम्‌ | 
रक्तां ध्यात्वा रवबिम्बे प्रजपेदयुतं मनुम्‌ ॥ 
मारयेदचिरादेव रिपून्बन्धुसमन्वितान्‌ | 
कात्यायिन्याः प्रवक्ष्यामि रूपं दशभुजं तथा | 
त्रयाणामपि देवानामनुकारानुकारिणीम्‌ ॥ 


जटाजूटसमायुक्‍्तामर्धेन्दुकृतलक्षणाम्‌ । 
लोचनत्रयसंयुक्‍तां रणन्दुसद्रशाननाम ॥ 
अतसीपुप्पसङ्काशां सुप्रतिष्ठां ` सुलोचनाम्‌ । 
नवयौवनसम्पन्नां सर्वाभरणभूषिताम्‌ ॥ 
SERI तद्वत्पीनोन्ततपयोधराम्‌ । 
त्रिभङ्गिस्थानसंस्थानां महिषासुरमदनीम्‌ ॥ 
त्रिशूलं दक्षिणे दध्यात्खङ्गं चक्रं ada च। 
तीक्षणबाणं तथा शक्ति वामतो विनिबोधत | 
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sem pit च पाशमङकुशमेव q| 
घण्टा च परशुं चापि चामरं सन्निवेशयेत्‌ ॥ 
अधस्तान्महिषं विद्याद्विशिरस्क॑ प्रदशंयेत्‌ | 
[BEES EE] तद्वद्दानवं खङ्गपाणिकम्‌ il 
हदि Tor fafa नि्यदन्त्रवि भूषणम्‌ । 
रक्तरक्तीकृताङ्ग च रत्रतविस्तारितेक्षणम ॥ 
वेष्टितं नागपाशेन कुटी भीषणाननम्‌ | 
सपाशवामहस्तेन धृतकेशं च दुर्गया ॥ 
वमद्रुविरवकत्रं च देव्यास्सिहं प्रदर्शयेत्‌ | 
कात्यायनीमतो वक्ष्ये क्षत्रयोद्गतशासनी। 
तेजः प्रतापदा नित्यं नृपाणां मुखबोधिनी ॥ 
yag वज्नचक्रे बाणो दक्षिणबाहुष्‌। 
चापल्लेटकपाशाइच घण्टा वामेषु चाङ कुशम्‌ ॥ 
अधस्तान्महिषं कुर्याद्‌ विशिरस्कं च पाइयोः । 
विद्याद्दक्षिणपाई॑ g महिषस्योपरिष्ठितम्‌ ॥ 
पादपद्माय पादौ च वामपादं प्रदापयेत्‌ । 
तथा छिन्नशिरस्कं च द॑त्यन्तं रक्तवाससम्‌ ॥ 
गृहीत्वा चैव केशाग्रे वामकेन तथेश्वरी । 
हृदि शूलेन निभिन्नं महिष-कुक्षौ सुदर्शनम्‌ ॥ 
देव्यास्तु वाहनं सिंहः संलग्तो महिषोपरि | 
कात्यायनी नामिका च wdemr dama हि॥ 
कात्यायनीं ततो वक्ष्ये दशहस्तां महाभुजाम्‌ | 
तेजः प्रतापदा नित्यं नृपाणां सुखबोधिनी ॥ 
त्रिभङ्गिस्थातसंस्थाता महिषासुरसूदनी । 
ad त्रिशुलं ay च चक्रं बाणं च शक्तिकम्‌ ॥ 
खेटकं पूर्णचापं च Tas HINT Fl 
घण्टा च वामतो  दघ्याहेत्यमूर्धजधृक्क्ररी-॥ 
अधस्तान्महिषं तद्वद्विशिरस्कं प्रदर्शयेत्‌ । 
medai तदूवद्वानवं TATA ॥ 
afe शूलेन निर्भिन्नं नियंदत्त्रविभूषितम्‌ । 
रक्तरक्तीकृताङ्घं च रक्तविष्फारितेक्षणम्‌ ॥ 
देव्यास्तु दक्षिणं पादं समं a स्थितम्‌ । 
किञ्चिदुर्ध्वं तथा arque गुष्ठं महिषोपरि ॥ 
चतं जां द्विनेत्रं च इयासवर्णाङ्गशोभितामू | 
किरीटमकुटोपेतां सर्वाभरणभृषिणीम्‌ | 
qdsqd करे सव्ये चक्रं चापरदक्षिणे॥ 


Bm _. 
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( २३६ ) 
ऊरुमूलाश्रितं वामवरदं वा करपूर्वके। | 
वामे चान्यकरे ae पीताम्बरधरं भवेत्‌ ॥ | 
एवं कात्यायनो प्रोक्ता शेषं प्रागुक्तवन्नयेत्‌ । | 

(v) शिल्प० Fo वक्ष्ये कात्यायनों देवीं शिवनारायणान्विताम्‌ । | 
arg भिदेशभियु sert जटामकुटमण्डिताम्‌ ॥ 
लोचनत्रयसंयुक्तामर्धे न्दुकृतशेख र।म्‌ । 
अतसीपुष्पसंकाशामिन्दी वरदलेक्षणाम m | 
पीनोन्नतकुचाम्भोजां तनुमध्येन शोभिताम्‌ । | 
त्रिभङगिस्थानसंस्थानां महिषासुरमद॑नीम्‌ ॥ | 
त्रिशूलं दक्षिणे खङ्गं शक्तिं चक्रधरं (?) तथा । 
अधिज्यं कामुक वामे पाशमडः TASHA | 
घण्टां च परशुं चापि धारयन्तीं समालिखेत्‌ । 
अधस्तान्महिषं चास्यार्हिन्नग्रीवं समालिखेत्‌ ॥ 
छिन्चस्थाने समुत्पन्नं खदङ्गखेटकधारिणम्‌ | 
हृदि शूलेन निभिन्नं रुधिरारुणविग्रहम्‌ ॥ 
प्रबद्धं नागपाशेन भ्र ép Wu । 
नाभेरुध्व॑ विनिष्क्रान्तं दानवं दारुणं लिखेत्‌ ॥ 
दक्षिणं चरणं देव्यास्सिहपृष्ठे प्रतिष्ठितम्‌ | 
उत्तुङ्ग्माञ्चतं वामं महिषस्योपरि स्थितम्‌ ॥ 


कौशिकी गृहीतशूलपरिघपाहिका? पट्टिसध्वजा | 
Wo Fo ७७ fawmr खेटकोपेतलघुखड्गं च पाणिना ॥ 


घण्टमेकां च सौवर्णी दधती घोररूपिणी । 
कौशिकी पीतकोशेयवसना सिंहवाहना ॥ 


सेचोष्टौ ? विधातव्याः | शुक्लाम्बरधराः | 

शोभमानाइच मुकु्टर्नानारत्नवि भूषितैः ॥ 
ण्डका निगद्यते ह्यो चण्डी हेमाभा सा सुरुपिणी | 
(1) विर "o 


त्रिनेत्रा यौवनस्था च Hel चोध्वस्थिता मता ॥ 
कृशमध्या विशालाक्षी चारुपीनपयोधरा | 
एकवक्त्रा तू सुग्रीवा बाहुविशतिसंयुता ॥ 
शलासिशद्धचक्राणि बाणशक्तिपवीनपि । 
अभयं डमरुं चैव छत्रिकां दक्षिणे करे ॥ 
ऊ्ध्वादिक्रमयो गेन 'विश्रती सा सदा शुभा। 
नाग पाश तथा खेट gong शकामु कम्‌ ॥ 
चण्टाध्वजगदादशं मुद्गरं वाम एव FI 
तद्धा महिषरिषछन्नमूर्धा पतितमस्तकः ॥ 
शस्त्रोद्वतकरस्स्त्धस्तद्ग्नीवासंभव: पुमान्‌ | | 
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चण्डिक्राया अष्टो प्रतीहाराः 


Ho Jo २२० 


गोरी 
(1) वि०्ध० 


(71) मान 
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( १९९ | 


शूलभिन्नो वमद्रक्तो रक्‍त भ्रूमुधंजेक्षण: i 
सिहेन armam पाशबद्धो गले "HH । 
याम्याझघ्राक्रान्तसहा च सव्याझध्रथालीढगासुरे । 
चण्डी चोद्यतशस्त्रेयं चाशेषरिपुनाशिनी । 
चण्डिका क्रूररूपा च पिद्गकेशा कृशोदरी । 
रक्ताक्षी भग्ननेत्रा च निर्मासा विकृतानना ॥ 
व्या व्रचर्मपरीधाना भुजद्धाभरणान्विता | 
कपालमालिनी कृष्णा शवारूढा भयावहा ॥ 
faq खेटकं खङ्गं धनुः mgA शरः । 
कुठारो दर्पणं घण्टा शहङ्खरुचक्रं गदा पविः॥ 
दण्डो मुद्गर इत्यैतेर्यथास्थानायुंयं ता । 
बाहुषो डशसंयुक्ता चण्डमुण्डविघातिनी ॥ 
चण्डिकायास्तर्थेवोक्तान्‌ कथयिष्याम्यनुक्रमात्‌ | 
वेताल: कोटरश्चैव पिङ्गाक्षो भृकुटिस्तथा ॥ 
qu: कंकटश्चेव रक्ताक्षश्च सुलोचनः | 
दं्ट्रास्यविकटाः कोपे स्फुरहृशनकोज्ज्वलाः di 
दर्वरीकाइच कृष्णाङ्गा मरक्ताक्षा महाबलाः d 
तर्जनी चैव खट्वाङ्ो डमरूडण्ड आयुधम्‌ ॥ 
dara: स॒ समाख्यातो ह्यपसव्ये तु कोटरः i 
अभयखडगखेटकं दण्डः पिङ्गाक्ष एव च॥ 
अभयापसठ्य़योगे भवेत्‌ भूकुटितामकः । 
तर्जनी TATE शा d दण्डो धूम्रकनामक: ॥ 
सव्यापसब्ययोगेत भवेत्‌ कंकटनामक: | 
तर्जनी च त्रिशूलं च खट्वाङ्गो दण्ड एव च ॥ 
रक्ताक्षस्सत च नाम्ना वै वामे दक्षे त्रिलोचनः । 
दिञ्ञाद्वारपक्षयुग्मो स्थिता विघ्नविनाशनाः t 
इत्यष्टौ च प्रतीहाराः देवीनां सवंसम्मताः | 
गौरी कुमारिकारूग ध्यायमाना महेश्वरः | 
वरदास्यहस्ता सा द्विभुजा श्रेयसे सदा ॥ 
अक्षसूत्राभये पद्यं a कमण्डलुः | 
गौर्या सूतिञ्चतुर्बाहुः कतेव्या कमलासना ॥ 


भुञ्क्तिलक्षणं प्रोक्तं गौरीलक्षणमुच्यते । 


fasi च द्विनेत्रां च कुर्यादासने स्थानके तु वा l 
e > 


करण्डं केशबन्धं वा कुन्तलं मकुट भवेत्‌ । 


चोत्पल॑ वामे वरदं स्थातमेव वा ॥ 
रवद्‌ भवेद्‌ । 


दक्षिणे 
अथवा लम्बहस्तं स्याद्‌ गोबालाकां 


Fr. 


/ ^ 
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दुकूलवसनोपेतां पीताम्बरधरामेव वां ॥ | 
दीर्घबाहुं विशालाक्षीं श्यामवर्णा महोदराम्‌ । | 
स्तनतटोत्तुद्धा विस्तीणंश्रोणिदेशोद्भवा भवेत्‌ ॥ | 
कटि चोरु faari स्यान्मध्यकञ्चीनलम्बवत्‌ । | 
विशालमास्यं सुग्रीवं तुद्धतुण्डं स्मिताननम्‌ ॥। | 
चन्द्ररेखावतंसं स्याद्‌  भ्रमरावृतमालिकम | 
अथवा फालपट्टं स्यात्कर्णयोरग्राहकुण्डली ॥ | 
कर्णपुष्पैश्च दाम स्याद्वेमसूत्रं सुमङ्गली । | 
हारोपग्री वसंयुक्तां बाहुमालाविभूषिणीम्‌ ॥ 
कटकं कटिसूत्रं स्यास्केय्रूरपुरिमान्वितम्‌ । 
रक्तांशुकोत्तरीयं स्यान्मौक्तिकोत्तरीयमेव च ॥ 
प्रकोष्ठवलयं चेव वलै णिबन्धकैः | 
MAG pears fert पादनूपुरसंयुतम्‌ ॥ 
सर्वाङ्ग,लमुक्तवज्ज्ञात्वा कुर्याद्रवताडगुलीयक: । 
दक्षिणे कुञ्चितं पादं वामपादं तु लम्बितम्‌ ॥ 
पुष्पं च वरदं स्थाने हस्तं वामेऽथ चासने। 
दक्षिणं स्वस्तिकं पादं वामादन्तकरान्तकम्‌ ॥ 
कुञ्चितं वामपादं स्याद्‌ दक्षिणं कुञ्चितं तु वा | 
पुष्पधृक्‌ लम्बहस्तं स्यात्स्थानकं च त्रिभागिकम्‌ ॥ | 
मानयेदद्धमानं च मध्यमं दश्तालके | 
foyer वामपाइवं तु विग्रहाणां तु वामके ॥ 
स्थापयेत्स्थावरे गौरीं तथा जङ्गममेव च। 


गोरा चाध्पावती AT ce. ... ce ००० zl 
(Hi) Fogo २२२ गौर्य्याश्च सम्प्रवक्ष्यामि प्रमाणं मूर्तिलक्षणम्‌ | 
अ, गोरीद्वादशमूतंयः ब्रह्मसूचोद्‌्भवं सर्वं भजेदेकशताङगुलम्‌ ॥ | 


त्रयोदशाङगुलं मुख ग्रीवा स्यादज्भ लत्नयम्‌ | l 
अष्टाङगुलौ स्तनौ वृत्तौ हिवका?च चतुरङगुला ॥ 
ढ।दशाङगुलिक्ा नाभिरुदरं चतुरङगुलम्‌ | 
वलिकात्रयसम्युक्तं गुह्यं सप्ताङगुलं तथा ॥ 
दरोविशत्यङङगुला जङ्घा जानु स्यादङगुलत्रयम्‌ | 
जङघामानेन «ATH: पादमूलं लु जानुवत्‌ ॥ 
चतुर्भुजा त्रिनेत्रा च सर्वाभरणभूषिता | 
गोधासनोपरिष्छा च कतंव्या सर्वकामदा ॥ 
उमा च पार्वती गौरी ललिता च श्रियोत्तमा । 
कृष्णा हेमवती रम्भा सावित्री च ada च ॥ 
त्रिषंडा तोतला चैव त्रिपुरा द्वादशी मता | 
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एवं द्वादशमूर्तीश्च कुर्याद्वै शिवशञासनी: ॥ 
अक्षसूत्र चाम्बुज च aU कमण्डलुः | 
एवं भवेदुमामूतिः पूजिता त्रिदशैरपि ॥ 
अक्षसूत्र शिवा देवो गणाध्यक्षः कमण्डलुः | 
पक्षद्वये चाग्निकुण्डं पार्वती पर्वतोदुभवा ॥ : 
अक्षसूत्राभयपद्मं Tet कमण्डलुः | | 
गौर्य्यामूतिस्तथा चेव कर्तव्या शिवशासनी di re 
शूलाक्षसूत्रवीणाश्च — qa च कमण्डलुः | 
ललिता चेव तन्नाम सिद्धचारणसेविता ॥ : 
अक्षपद्माभयवरं गोधिकासनसंस्थिता | A 
` श्रियामूतिस्तु तन्नाम गृहे पूज्या श्रिये सदा ॥ 
अक्षसूत्रं कमण्डलु हृदये संपुटाञ्जलिः | 
मध्ये पञ्चार्निकुण्डानां कृष्णा नाम तु शोभता ॥ 
हिमवान्‌ शेलराजस्तु तस्यापत्यं गिरीन्द्रजा । 
पद्मदर्पणसम्युक्ता विवाहे तु महेश्वरी ॥ m 
Rae अङ कुशो गजसंस्थिता | 
तथाऽप्रतिमहपा च रम्भा नाम तु कामदा ॥ 
अक्षसूत्रं पुस्तवाब्जे तदधश्च कमण्डलुः । 
चतुर्वक्त्रा तु सावित्री श्रोत्रियाणां गृहे स्थिता ॥ 
अक्षसूत्रं. वञ्त्रशक्ती quu कमण्डलुः | 
त्रिषण्डा (श्रीसण्डा वृद्धये पूज्या सर्वकामफलप्रदा ॥ 
अक्षसूत्रं तथा दण्डः खेटकं चामरं तथा। 
इवेता ध्यानार्चताद्‌देवी तोतला विषनाशिनी ॥ 
qae कुशाभयवरा धनेस्या?च्च चतुर्भुजा d 
त्रिपुरा नाम संपूज्या वर्धिता त्रिदशैरपि ॥ 


ब. गौरी-पञ्च-ललीया-मूत॑यः ललीयाः पञ्च वक्ष्यामि शस्त्रभेदैः प्रभेदिताः d 
लीलया लीला लीलाङ्गी ललिता च लीलावती ti 
प्रोक्तास्तथाऽनुक्रमतः जाः। 
तप्तकाञ्चतवर्णाभा | 
सुवक॒त्राइच सुनेत्राइव सुख्पा S | 

रक्तोष्ठाः कम्बुग्रीवाइच कर्णपूरायते 

अक्षसूत्रकमण्डल्‌ 
सर्वासामीदृशौ हस्तौ oc 

_ मृणालयुग्म लली 


EP 
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E) | 

| 

(iv) रूप० अथ गोर्याः प्रवक्ष्यामि प्रमाणं मतिनिर्णयम्‌ । | 
गौ री मूतं यः चतुर्भुजा त्रिनेत्रा च सर्वाभरणभूषिता ॥ 


अक्षसूत्राम्बुजे धत्ते दर्पणं च कमण्डलम | 

उमानाम्नी भवेन्मृतिवन्दिता त्रिदज्ञैरपि ॥ 

अक्षसूत्रं शिवं देवं गणाध्यक्षं कमण्डलुम्‌ | 

पक्षद्वयेऽग्निकुण्डे च मूतिस्सा पार्वती स्मृता ॥ 

अक्षसूत्रं तथा GIANT च वरं तथा। 

गोधासनाश्रिता सूतिगृ हे पूज्या श्रिये सदा ॥ 

कमण्डल्वक्षसूत्रं च विश्राणा AAMAS GU । 

गजासनस्थिता रम्भा कतंव्या सर्वकामदा ॥ 

शूलाक्षसूत्रदण्डाशच विश्राणा इ्वेतचामरम्‌ । 

तोतला कथिता चेथं सर्वपापप्रणाशिनी ॥ 

नागपाशाङ्कुशौ चेवाभयदं वरदं करम्‌। 

त्रिपुरा नाम संपूज्या बन्दिता त्रिदशैरपि ॥ 

गोर्यायतनम्‌ गौर्यायाः सम्प्रवक्ष्यामि देवतानामनुक्रमम्‌ | 
Ho go १२१ दक्षे arg: श्रिया सोम्ये सावित्रीं पश्‍िचिमे विदुः ॥ 
द्वे पृष्ठकर्णयोश्चैव भगवती सरस्वती। 
गणेशं च कुमारं च त्वीशाने चाग्निगोचरे ॥ 

कुण्डलाभ्यामलङकृत्वा सर्वाभरणभूषिता | | 

मध्ये देवी प्रतिष्ठाप्या महेशस्य सदा प्रिया ॥ 


qui: जया च विजया चेव अजिता चापराजिता | 
अष्टद्वारपालिका: निभक्ता मद्भला चेव मोहिनी स्तम्भिनी तथा ॥ 
| अभयाडकुशपाशारच दण्ड: प्रदक्षिणं जया | 
सव्यापसव्ये शस्त्राणां विजया सा प्रकोतित ॥ 

अभयाब्जपाशा दण्डोऽजिता सव्येऽपराजिता | 

अभीवच्त्राङकुशदण्डा विनिभक्ता$सव्येमे gren? ॥ 

अभयद्यमद्धाब्जदण्डा मोहिनीत्येव नामतः | 

झस्त्रापसव्ययोगेन सा भवेत्‌ स्तम्भिनी तथा ॥ 

गौर्यायनने शस्ता अष्टौ स्युरद्वारपालिकाः | | 

सप्तमातरः ` अथातस्संप्रवक्ष्मामि मातृणां स्थापनं परम्‌ । । 
(i) go ato नेक्रतस्य वधार्थाय ब्रह्मणा चापि निमिदा: ॥ 
E ब्रह्माणीं ब्रह्मवत्कुर्यान्महेशीमी इवरोपमाम्‌ | | 
कुभारवच्च कौमारीं fasadë तथा ॥ 

कोधाननां तु वाराहीं वामनीं तु हलायुधाम्‌ | 

शक्राणी शतक्रवत्कुर्याच्चामुण्डीमुग्ररूपिणीम्‌ ॥ 

सुविकीणंजटाभारां इयामवर्णा चतुभु जाम्‌ । 
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कपालशूलहस्तां च चामुण्डीं कारयेत्तत:॥ 

वरदाभयहस्तास्तु तत्तदायुधधारिण: | 

तत्तद्वणेसमायुक्‍ता वाहनघ्वजसंयुताः ॥ 

चतुभु जास्तु सर्वाश्च नलिनासनसंस्थिता; | 
(ii) मा० qe ब्रह्मेशगुहविष्णूनां तथेन्रस्य च शक्तयः | 


शरीरेभ्यो वितिष्करम्य तद्रपैचण्डकां ययुः ॥ 

यस्य देवस्य यद्रूपं यथा भूषणावाहनम्‌ । 

तद्वदेव हि तच्छक्तिरसुरान्योद्धुमाययो ॥ 

हंसयुक्तविमानाग्रे साक्षपूत्रा कमण्डलुः । 

आयाता ब्रह्मणः शक्तिब्र ह्माणी साभिघीयते ॥ 

माहेश्वरी वृषारूढा त्रिज्लूलवरधारिणी | 

महाहिवलया प्राप्ता चन््ररेखाविभूषणा ॥ 

कौमारी शक्तिहस्ता च मयूरवरवाहना । 

योद्धुमभ्याययौ द॑त्यानम्बिका गुहरूपिणी ॥ 

ata वैष्णवी शक्तिरगरूडोपरि संस्थिता । 

शङ्कच क्रगदाशा ङ्गे खड्गहस्ताम्युपाययो T 

यक्षवाराहमतुलं रूपं या विश्रतो हरे; । 

शक्तिस्साप्याययौ तत्र वाराहीं विभ्रती तनुम्‌ ॥ 

नारसिंही नूर्सिहस्य विभ्रती सदृशं वपुः। 

प्राप्ता तत्र सटाक्षेपक्षिप्तनक्षत्रसंहतिः ॥ 

वज्रहस्ता — quaest गजराजोपरि स्थिता । 

प्राप्ता सहस्रनयना यथा weeds सा ॥ 

ततः परिवृत्तास्ताभिरी्ानो देवशक्तिभिः । 

हन्यन्तामसुराश्शीघ्र॑ मम प्रीत्याह चण्डिकाम्‌ ॥ 

ततो देवीशरीरात्तु वितिष्क्रान्तातिभीषणा । 

चण्डिका शक्तिरत्युग्रा शिवाशतनिनादिनी ॥ 

(iii) मान बाराही चेव कौमारी चामुण्डी भैरवी ue 
माहेन्द्री वैष्णवी चेव ब्रह्माणी सप्तमातरः d 

एतासां सर्वंशक्तीनां 20 कारयेत्‌ ।. 
भद्रपीठोपरि स्थाप्या चासने सप्तमातरः d 
दक्षिणे पादान्‌ वामपादान्प्रलम्बयेत्‌ । 
m mia  सर्वाभरणभूषिणीम्‌ । 
चैव ख्द्राणी सा च शक्तिस्त्रिलोचनी । 
रुद्राणी जटामुकुटमण्डिते । 
। 


चामुण्डी 
ब्रह्माणी चेव 
वाराही पोत्रवकूती स्यात्‌ 
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कौमारी करण्डमौली च किरीटिनी वैष्णवी तथा i 


: 'चामुण्डी जटामौली च भैरवी पिबरालका | 


qa मरुद्गणं चेव पूर्वं चापरदक्षिणे a 
कपालं `पूर्वंहस्ते च पाशं चापरहस्तके । 


एवं तु बाणमुद्धृत्य चामुण्डी भैरवी उभौ ॥ 
- चामुण्डी इंयामवर्णाभा भैरवी रक्तवणिनी । 


केचित्तु भैरवी पूर्वे वरदाभयहस्तकौ ॥ 
qd डमरुकं चैव सव्यवामकेऽपरे । 


-स्क्ताम्बरधरा पावे कुचाभौ रक्तकञ्चुको ॥ 
_चामुण्डी च शिरोमाला सर्वाभरणशूषिणी i 
_कृष्णाम्बरधरा कृ्णलम्बकूर्चासभेरवी ॥ 
. ` वैष्णवी चेव वाराही श्यामवर्णा विशोभिनी । 


चक्रं च दक्षिणे हस्ते शङ्खं वामकरेऽपरे ॥ 
qd च वरदं] वामे दक्षिणे त्वभयमुभौ। 
पीताम्बरं च संरक्तां सर्वाभरणभूषिणीम्‌ ॥ 


एवं तु वैष्णवी प्रोक्ता बाराही दक्षिणे हलम्‌। 
` वामहस्ते परे पाशं दक्षिणे त्वभयं करे ॥ 


वरदं वामहस्ते तृ सर्वाभरणभूषिणीम्‌ | 


'पीताम्बरधरा चैव कौमारी रक्तवणिनी ॥ 


वरदं चाभयं पूर्वे वामे तु द्वारहस्तकौ । 
दक्षिणे च कपालं स्याच्छाक्ति च वामहस्तकौ ॥ 
amanta चेव सर्वाभरणभूषिणीम्‌ | 
कीमारीलक्षणं प्रोक्तं ब्रह्माणी च चतुमुखी ॥ 
वरदाभयहस्त च कुण्डिकासाक्षमालाधृक्‌ | 
वामेंत्ववामपूर्वे तु चाक्षमाला यथाक्रमम्‌ ॥ 


` शुद्धरक्ताम्बरयुक्तां सर्वाभरणभूषिणीम्‌ । 
' एवमुक्ता तथा ब्राह्मी रुद्राणी इवेतवणिनी ॥ 
` वरदाभयहस्तौ च पूर्वे च वामदक्षिणे। 


amt च हरिणं सव्ये परुशं परहस्तके ॥ 
चर्माम्बरधरायुक्ता सर्वाभरणभूषिणी | 
वामे तु META स्यादवामे के्णंकुण्डलम्‌ ॥ 


रद्रोणीलक्षणं प्रोक्तं चामुण्डी वामकणंके । 


TET चावामे तु शद्ककुण्डलसंयुताम्‌ ॥ 
अन्यासां सवंशक्तीनां ग्राहकुण्डलभूषणम्‌ | 


— हारोपग्रीवसंयुक्तां केयूरकटकान्तिताम्‌ ॥ 
` मणिबन्धनवलयादिसवेरत्नाङः गुलीयकैः । 
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वाहुमूल्यादिसंभूष्यां साकं चुलकान्विताम्‌ँः i 

उक्तानां सर्वशक्तीनां सर्वाभरणभूषणम्‌ । 

भद्रपीठोपरि देशे महिषोहतशिरा: T 

; तदूर्ध्वे तारकां देवीं स्थानकां ` ऋजुं, मावयेत्‌ । 
(iv) Hogo २२३ - मातृणां च ततो वक्ष्ये भ॑रवादिगणांस्तथा | 
वीरेशं ` कारयेद्वत्स वीणाहस्तं सनत्तंनम ॥ e 

` गणनाथं ततः कुर्यात्‌ गजवकृत्रं  महोत्कटम्‌ । 

श्रादौ तु गणनाथं च ह्यन्ते कुर्यात्त भैरवम्‌ ॥ 

मातृणां च तथा मध्ये पंक्तौ स्युर्चण्डिकादयः | 

प्रवक्ष्येऽनुक्रमं तत्र श्रृणु चेकाग्रमानसः |i 

कर्णे कपालमाला च मुण्डखट्वाङंगशुलकीः । 

'निर्मासा क्रूररूपा च चामुण्डा दशनोज्ञ्वला ॥ 

अक्षसूत्रं च खड्गश्च घण्टा चेव कमण्डलुः | 

* महिषस्था शूकरास्या वाराही सर्वकामदा ॥ 

. . गजासंना चाक्षसूत्रं दण्डः पाशः कमण्डलुः । ie 

| : ऐन्द्री देवी च लतंव्या चामुण्डा प्रेतगा तथा ॥ Fi 
| अक्षसूत्रं च शक्तिश्च ताम्रचूड: कमण्डलुः | 
मयूरस्था च कौमारी VETAT च प्रकीतिता ॥ 

अक्षस्रचो पुस्तकं च तथा चेव कमण्डलुः । 

चतुर्वक्त्रा ब्रह्माणी हंसार्ढा च कामदा ॥ 

गदाचक्रे सङ खपझे कुण्डलास्वामलङङ्कता । 

गरुडासनसंस्था च वैष्णवी सर्वकामदा ॥। KE 

वृषस्थाक्षशुलखड्गा: खट्वाङ्गं मातुलिङ्गकम्‌ | 

| जटाकिरीटेन्दुयुक्ता स्वेताङ्गी च महेश्वरी ॥ 
| १. ब्राह्मी O aaie  चतुर्बाहुसंयुक्ता - हेमसिन्नभा । 


चाक्षमालिका ॥ 
i) sro आ० दक्षिणेऽभयशूलं च वरद 
ie. : रक्तपद्मासनासीनां हंसवाहनकेतुकाम्‌ । 


जटामकुटसंयुक्तां पीताम्बरधरां , ATH 
ब्रह्माणीं ह्येवमाख्यातां ्रह्मवक्षसमाश्चिताम्‌ । 


| (ii) पूऽकार० : Š 
र वरदाभयहस्ता 
हंसघ्वजा हँसरूढा A 


(ùi) fao Gro 
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ब्रह्माणी हंसमारूढा साक्षसूत्रकमण्डलुः | 
at तु पुस्तकं धत्ते उध्वंहस्तद्वये gura 
चतुभुजा त्रिनेत्रा च अतिरक्तसमप्रभा । 
शूलाभयकरा सव्ये वामे वरदसंयुता ॥ 
जपमालासमायुक्ता जटामकुटसंयुता । 
ईश्वरेणोपमा ह्येषा शिवा माहेश्वरी स्मृता ॥ 
त्रिनेत्रा शुक्लवर्णा च gana षध्वजा | 
वरदाभयहस्ता च साक्षमालकरान्विता ।। 
जटामकुटिनी शम्भोभू षणी सा महेश्वरी । 
माहेश्वरी वृषारूढा पञ्चवक्त्रा त्रिलोचना । 
शुक्लेन्दुभृज्जटाजूटा शुक्ला सर्वसुखप्रदा UI 
षड्भुजा वरदा दक्षे सूत्रं डरूमकं TT | 
शूलघ्रण्टाभयं वामे सेव धत्ते महाभुजा ॥ 
माहेश्वरी  प्रकतंब्या वृषभासनसंस्थिता । 
कपालशूलखट्वा ङ्गवरहस्ता चतृभू जा ॥ 
शङ्खचक्रधरा देवी वरदाभयपाणिनी | 
सुस्तना चारूवदना RATATAT च सुलोचना o: 
पीताम्बरधरः देवी किरीटमकुटान्विता । 
राजवृक्षं समाश्रित्य गरुडध्वजवाहिनी ॥ 
वेष्णवी पीठगा देवं (?) विष्णुभूषणभूषिता । 
पद्मपत्रविशालाक्षी श्यामव“ महाबला | 
शङद्भचक्रगदापद्मधरबाहुचतुष्टयी H 
'गरूडध्वजसंयुक्ता  वेष्णवी विष्णुभूषणी । 
वैष्णवी. ताक्ष्यगा श्यामा षड्भुजा बनमांलिनी d 
वरदा गदिनी दक्षे विभ्रती चाम्बुजस्रजम्‌ ॥ 


` शद्भचक्राभयान्वामे सा चेयं विलसद्भुजा । 
' सुसिद्धा वे ष्ण॑वी कार्या शङ्क च क्रगदाम्बुजा | 
' वनमालाङृतापीडा पीतवस्त्रा सुशोभिता ॥ 


` वैष्णवी ब्रिष्णुसदृशी गरुडोपरि संस्थिता । 
चतुर्बाहुच' वरदा शङ्खचक्रगदाधरा ॥ 
चतुभुजा त्रिनेत्रा च रक्तबस्त्रसमस्विता। 
सर्वाभरणसंयुक्ता वाचिकाबद्धमाकुटी (?) ॥ 
सक्तिकुबकुटहस्त च वरदाभयपाणिती । 


मदुरध्वजवाही स्यादुदुम्बरद्रमाश्रिता ॥ 
कौमारी चेति विख्याता सवेकामफलप्रदा | 
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कुमारसदृशा कन्या वर्णवाहनकेतभि: | 
वासिकाब्रद्ध मकुटा(?) शक्तिकाङ्‌ कुशधारिणी॥ 
रक्तवस्त्रा हावीर्या हारकेयूरभूषणी । 
वरदाभयहस्ता च कौमारी कुङकुमप्रभा ॥ 
कौमारी रक्तवर्णा स्यात्‌ पडवकूत्रा साकलोचना | 
रविर्बाहुमंयुरस्था वरदा शक्तिधारिणी ॥ 
पताकां विभ्रती दण्डं पात्रं बाणं च दक्षिणे | 
वामे चापमथो घण्टां कमलं कुक्कुटं त्वधः ॥ 
परशुं विश्रती तीक्ष्णं तदधस्त्वभयान्विता à 
कौमारी चेव कतंव्या मगूरासनशक्तिभृत्‌ | 
त्रिदण्डी कालरूपा च रक्तमाल्या सकुक्कुटा ॥ 


कुमाररूपा कौमारी मयूरवरवाहना । 
रक्तवस्त्रधरा तद्वच्छूलशक्तिगदाधरा ॥ 
वराहिवकूत्रसदृशा प्रलयाम्बुदसन्निभा | 
करण्डमकुटोपेता विद्रुमाभरणास्विता ॥ 


हलं च वरदं सव्ये वामे अभयशक्तिके । 
कल्पद्रुमं समाश्रित्य गजधघ्वजसवाहिनीम्‌ ॥ 
वाराही चेति विख्याता नाम्ना सर्वफलप्रदा | 
कृष्णा पीताम्बरा APT सवंसम्पत्करी नृणाम्‌ | 
पवित्रालङ कृतो रस्का पादनूपुरसंयुता ॥ 
सव्येऽभयहलं चेव मुसलं वर (द) मन्यके। 
वराह+क्त्री वाराही यमभूषणभूषणी ॥ 
कृष्णवर्णा तु वाराही सूकरास्या महोदरी। 
वरदा दण्डिनी खड्गं विश्रती दक्षिणे सदा ॥ 
खेटपाशाभयान्वामे सँव चापि लसद्भुजा । 
“ूकरास्या कपालेऽसृक्‌ पिवन्ती दण्डधारिणी' 
वाराहीं तु ` प्रवक्ष्यामि महिषोपरि संस्थिता । 
वराहसदृशी ' देवी “ घण्टाचामरधारिणी ॥ 
गदाचक्रधरा तद्वह्मानवेन्द्रविघातिनी | 
लोकानां च हितार्थाय सर्वव्याधिविनाशिनी ॥ 
चतभःजा त्रिनेत्रा च रक्तवर्णा किरीटिनी । 
शक्तिवजधरा dq वरदाभयपाणिनी ॥ 
सर्वाभरणसंयुक्ता गजघ्जसवाहिती । 
इन्द्राणी चेति विख्याता कल्पद्रुमसमाश्रिता ॥ 
वज्त्रहस्ता गजारूढा लोचनद्वयसंयुता । 
वस्त्रालङ्का रसंपन्ना गजेन्द्रध्वजवाहना ॥ 


os 


lim . 
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(ES ) : 
वरदाभयशक्त्याप्तबाहुकेन्द्री प्रकोतिता | 
(iii) fre धर ऐन्द्री सहस्रदुक्सौम्या हेमाभा गजसंस्थिता | i 


वरदा सूत्रिणी avi विश्रत्यूध्व॑ तु दक्षिणे ॥ | 
वामे तू कलशं पात्रं त्वभयं तदधः करे | 


| 
(iv) &e ge dA सुरवराध्यक्षा गजराजोपरि स्थिता | | 
AMS कुशधरा देवी हारकेयू रभूषिता ॥ | 
(v) रूप० इन्द्राणी चेन्द्रसदृशी TATATA । | 
गजासनगता : देवी लोचनेबंहुभिव्‌ ता ॥ | 
७. चामुण्डा चतुभू जा त्रिनेत्रा च रकक्‍तवर्णोध्वेकेशिका । 
(i) अ० aire | कपालशूलहस्ता च्‌ वरदाभयपाणिनी ॥ 
शिरोमालोपबीता च पद्मपीठोपरि स्थिता। 
व्या घ्रचर्मास्बरधरा वटवृक्ष क्षमाश्रिता ॥ 


चामुण्डीलक्षणं ह्येवमेकबेरे च तत्समम्‌ | 
वामपादस्थितास्सर्वास्सव्यपादप्रलम्बिताः ` ॥ 

(ii) Jo का० दीर्घंजिह्वोध्वंकेशा च कृष्णका कृष्णदंष्ट्रिका। 
` -निर्मासा व्यावृतमुखी चण्डी खण्डेन्दुमण्डिता |i 

काली कपालमाला च शवारूढा कृशोदरी । 

कौशिकारोहिणी वासौ चामुण्डा गृध्रकेतुका ॥ 

मांसखण्डसुसंपूर्ण कपालं वामपणिभाक्‌। 

शूलाही दक्षिणे चेव बह्निर्वामकरस्थकः I 

व्याघ्र चर्माम्वरा काली त्रिनेत्री शङ्खकुण्डली | 

ppp: लोकानां मातरस्सप्तमातरः कथिता इमाः ॥ 
(ui) fa» ध ० -चामुण्डा प्रेतगा रक्ता विकृतास्याहिभूषणा । 
दंष्ट्रोग्रा क्षीणदेहा च valet भीमरूपिणी ॥ 

दिग्बाहुः क्षामकुक्षिशच मुसलं कवचं शरम्‌ | 

अङ कुशं विश्रती खड्गं दक्षिणे त्वथ वामतः ॥ 

खेटं पाशं agis कुठारं चेति. विश्रती। 
(Vi) So go २२३ या चण्डघातिनी देवी चामुण्डलक्षणं TT 
: निर्मासा क्रूरूूपा च उग्रनासा कृशोदरी ॥ | 
कपिला चोघ्वंकेशी च नीलाद्धी रक्‍तलोचना | | 

स्फुरन्नयनदंष्ट्रा च विकृतनखरानना ॥ 

त्रिशूलखङ्गखेटाइच धनुर्बाणश्‍्च. .पाशकः। 

अङ कुशर्चेव घण्टा च तथा İNAT ॥ 

US: कुठारशड खो च चक्र गदा च मुद्गरः | 

gaan कपालमालालङ कृति बिभ्रती तथा ॥ 

शवारुढा तु चामुण्डा जडघे घण्टावलम्बिके | 
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व्याघ्रचमंपरीधाना भुजङ्गाभरणान्विता ॥ 
सुनूपुरा घननादा दैत्यकाल इवापरः। 


बारूणी चामुण्डा लम्बोदरी तु कतंव्या ्त्ताम्बरपयोधरा । 
वि० so शूलहस्ता महाभागा भजप्रहरणा तथा॥ 
7 कार्पासकलुषा देवी वारुणी चातिसुन्दरी । 


बृहन्ता च कर्तव्या बहुबाहुस्तथेव च ॥ 

चामुण्डा ' कथिता चैव सर्वसत्ववशङ्करी । 

रब्तचामुण्डा खड्गं पात्रं च मुसलं लाङ्गलं च विभति सा । 
रूप आख्याता रक्तचामुण्डा देवी योगीशवरीति च ॥ 
अनया व्याप्तमखिलं जगत्स्थावरजङ्गमम्‌ । 

इमां यः पूजयेद्भक्त्या स व्याप्तोति चराचरम्‌ ॥ 

अधीते य इमां नित्यं रक्तदन्त्यावपुस्तकम्‌ (? ) । 

तं सा ` परिचरेद्वेवी पति प्रियमिवाङ्गना ॥ 


देवीभेदप्र भेदेषु- 
नन्दा नन्दा भगवती देवी भारद्वाजाभिनन्दजा । 
fao qo ` वरपाशाड कुशाब्जानि विभ्रती च चतुभुजा ॥ 


गौरवर्णा गजस्था वा खड्गखेटवराभया। 
इयामवर्णा विश्ञालाक्षी क्षीरारूणनिभानना | 


भूतमाता क्षीरारूणनिभानन 
वि० ध० faust विश्रती लिङ्ग चमं शस्त्र तु दक्षिण ॥ : 
सिहासनोपविष्टेयं मुक्ता भरणमूधंजा । 
भूतप्रेतपिशाचाबैस्सेविता तु विशेषतः ॥ 
इन्द्र यक्षैश्च गन्धर्वेस्सिद्धविद्यावरादिभिः | 
अञ्वत्यस्याप्यधो देवी भूतमातेति विश्रुता ॥ 
योगनिद्रा निद्रा तु शयनारूढा सुसौम्या मुकुलेक्षणा । | 
fao qo पानपात्रधरा चेयं द्विभुजा परिकीतिता ॥ | 
| वत्तस्था जटिला त्र्यक्षा वरह्लंज्वालासमत्रभा । 
कपालाभयहस्तोग्रा वामा वामफलप्रदा ॥ 
ie द्विबाहुरेकवकर्वेषा विधातव्या विपश्चिता । 
र | रक्‍तवस्त्रा तथा रोद्री कपालचमरीकरा t 
og र शेषपूर्वा तु विज्ञेया कृष्णवकूत्रा सुभीषणा ॥ 
भ० qo 1 
'कलविकणिका नीलशुभ्रा महादेवी विकर्णी कलपूविका । 
ur i waged शुभप्रदा ॥ 
Wege ` कपालशक्तिहस्ैं ga y 
À ; ; 
बलविकणिका „` ami विशालाक्षी कग wat YEN 
भ पु विञ्जाणा शान्तिदा भ बलपूव विकणिका 
o Jo 5 1 
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CR) 


ताम्राभा.. इवेतवर्णा स्थाद्वलप्रमथनी शुभा । 
कपालपाशिनी चेयं सर्वशत्ुक्षय ङ्कुरी ॥ 
'अम्बा कुमुदवर्णाभा पाशाब्जाभीतिपात्रिणीः 
सिहारूढाम्बिका त्र्यक्षा भूषिता ateg | 
(वामभुजे दपंणोद्वहा दक्षिणे वरयुक्‍ता, यदुक्तम्‌ 
दक्षिणे तु करे प्रोक्तो वरस्साधारणस्सदा | 
खड्खेटधरा द्वाभ्यां कतेव्या च चतुभू'जा ॥ 
सिहासनस्थिता देवी जटामुकटमण्डिता । 
शूलाक्षसूत्रधरा च वरदाभयचापधृक्‌ ॥ 
दर्पणं शरखेटं च खड्गचन्द्रधरा शिवा | 
सुरूपा ` लक्षणोपेता सुस्तनी चारुहासिनी ॥ 
'सर्वाभरणभूषा ङ्गी सरबंशो भासमन्विता । 
चतुर्बाहुः प्रकतंव्या सिंहस्था सर्वमङ्गला । 
अक्षसूत्रं ' कजं दक्षे शूलङुण्डीधरोत्तरे ॥ 
हेमाभां करुणाभिपर्णनयनां माणिक्य भूषोज्ज्वलां 
द्वात्रिशहृलषोडशाष्टदलयुक्पद्मस्थितां सुस्मिताम्‌ | 
भक्तानां धनदां वरं च दधतीं वामेन हस्तेन त- 
दक्षेणाभयमातुलङ्गसुफलं श्रीमङ्गलां भावये ॥ 


` एकवेणी जपाकर्णपूरा नग्ना खरस्थिता । 


लम्बोष्ठी कणिकाकर्णी तैलाभ्यकतशरीरिणी ॥ 
वामपादोल्लसल्लो हलताकण्टक भूषणा E 
वर्धन्मूध्वंध्वजा कृष्णा कालरात्रिर्भयद्धूरी ॥ 
शद्धमुग्धकरादर्श विभ्रती वामपार्श्वतः | 
याम्ये फलाञ्जनीहस्ता ललितोर्ध्वा सुभूषणा ॥ 
जपाकुसुमवर्णाभा dfe च महोदरी। 
कपालवस्त्रिणी भूतदमनी सर्वपूविका ॥ 


` नीलताम्रारूणा भासा पृथुवक्‌त्रा मनोन्मनी | 


कपालखड्गिनी भूत्यै aami भयवर्धत्ी ॥ 
चतुभंजां . न्रिनेत्रां च जटामुकुटमण्डिताम्‌ i 
सम्पदस्थातकां देवीं दशतालेन मानथेत्‌ ॥ 
दक्षिणे. चाभयं पूर्वे वरदं वामहस्तके । 
अपरे दक्षिणे चाब्जं वामहस्ते तु चोत्पलम्‌ UI 


` श्वेतरक्तं च वर्णं वा श्यामवर्णाङ्गशोभिताम्‌ | 
, केचित्तु कुन्तलनिभं तुङ्गं मकुटं कुन्तलं तु वा ॥ 


वामे बालशशिनं कुर्यादवामे तुरगमन्वितम्‌ | 
दुकूलवसनोपतां सर्वाभरणभूषिताम्‌ ॥ 
तदेव वृषमाश्रित्य पृष्ठ देवी न्निभागिकम्‌ | 
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दक्षिणं स्वस्तिकं पादं वामपादं त कुञ्चितम्‌ ॥ 
पुरतो वामहस्ताग्रे शिरस उपरि विन्यसेत । 


शेषं तु पूर्ववद्‌ देवीं च चोत्पलं वासनाभयम ॥ 
तदेव परहस्तौ च वामे रक्तान्जवारिणीम | 


दक्षिणे चाक्षमालां च कुर्यात्मोक्तं पुरातनैः ॥ 
एवं मनोन्मनीं शक्ति स्थापयेच्छिवहृम्यं के i 
तथेवातंमुखी शुष्का शुष्ककाया विशेषतः | 
बहुंबाहुयुता देवी ai: परिवेष्टिता ॥ 
कपालमालिनी भीमा तथा खट्वाङ्ग धारिणी । 
शिवदूती तु कतंव्या श्रगालवदना शुभा॥ 
आलीढासनसंस्थाना तथा राजंशचतुभु जा d 


असुक्पात्रधरा देवी खड्गशूलधरा तथा॥ 
चतुर्थस्तु करस्तस्यास्तथा कार्यस्तु सामिष: | 


वामाधो रत्नपात्रं तदुपरि च गदां खेटपाशो दवानां 


दक्षैः पद्मं कुठारं तदुपरि च महाखड्गमप्यङः कुशं च। 


मध्याह्वारकप्रभाभां नवमणिविलसद्भुषणामष्टहृस्तां 


दूतीं नित्यां त्रिनेत्रां{सुरगणमुनिभिष्स्तूयमानां भजे:हम्‌॥ 


दशबाहुस्त्रनेत्रा च शस्त्रशक्तयसिडामरुम्‌ । 


विभ्रती दक्षिणे हस्ते वामे घण्टां च खेटकम्‌ ॥ 
खट्वाङ्गं च faye च देवी योगश्वरां मता d 


एवंरूपा भवेदन्या पाशाङ कु शरुतारूणा । 
भैरव्याख्या यदीष्टा तु भुजैद्वादशञभियुता ॥ 
उद्यद्‌भानुसहस्रकान्तिमरूणक्षामां शिरोमालितीं 
रक्‍तालिप्तपयोधरां जपवटीं विद्यामभोति वरम्‌ । 
हस्ताब्जैदेधतीं त्रिनेत्रविलसद्वक्‌त्रारविन्दश्चियं 
देवीं बद्ध हिमांशुरत्नमकुर्टा वन्देऽरविन्दस्थिताम्‌। 
शिवा aman कार्या त्रिनेत्रा बरपाणिका | 
डमरूरगधारी w त्रिशूलाभयदायिका ॥ 
gami कारयेत्कीतिं नीलोत्पलव्यस्थिताम्‌ | 
सर्वाभरणभ्नूषाङ्भीं कलशोत्पलधारिणीम्‌ ॥ 
मदिरौदनगन्धाढयां महार्घमणिभूषणाम्‌ | 
सिद्धिदेवी प्रकतंव्या सिद्धाथकवरम्रदा । 
सितचन्दनगन्धाढया सतपङ्कूजभ्रषिता ॥ 
सितासतस्थिता देवी प्रतिहारोपशोभिता । 
सुन्दरीं ` कारयेदृद्ध पर्यङ्कासनसंस्थिताम्‌ " 
दर्पणालोकसुरतां तिलकालकभ्रुषिताम्‌,। 
मालाचामरश्योभाढयां बेणुवीणासदाम्रियाम्‌ ॥ 


[ 
E 
1 
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( शेण) 


क्षमा तु सुमुखी कार्या योगपट्टोत्तरीयका । 
पद्मासनकृता धा रा वरदोद्यतपाणिका ॥ 
शूलमेखलसंयुक्ता प्रशान्ता योगसंस्थिता | 
'तेजोऽधिका प्रकर्तव्या दीप्तिश्‍चन्द्रासनस्थिता' 
कमनीया रतिः कार्या वसन्तोज्वलभ्रूषणा | 
नृत्यामाता शुभा देवी समस्ताभरणेयु ता ॥ 
वीणावादनशीला q मदकर्पू रचाचिता l 
दण्डाक्षसूत्रधरा च ब्रतस्था योगसंस्थिता॥ 
वेता  पुर्णेन्दुसदृशा र्वेतपङ्कुजसंस्थिता' 
भद्रा सुभद्रा कतेव्या भनद्रासनव्यवस्थिता। 
नीलोत्पलफलहस्ता शूलसूत्राक्षधारिणी n 
जयां च विजयां कुर्याच्छ्लपस्माक्षवारिणीम्‌ । 
वरोद्यतां च सिंहस्थां सवकमंप्रसाधनीम्‌ ॥ 
'घण्टाकर्णी प्रकर्तव्या घण्टात्रिशूलधारिणी' 
जयन्ती सुन्दरी कार्या कुन्तशूलासिधारिणी , 
खेटकव्यग्रहस्ता च पूजनीया शुभान्वितँः i 
दितिदेत्यनुता देवी सदा पूज्या महामुने! a 
दण्डा्षनस्थिता भद्रा सर्वाभरणभूषिता ॥ 


फलनीलोत्पलकरा चोत्सङ्ग शिशुभूषिता | 
अक्रोधारून्धती देवी सितवस्त्रा ब्रतस्थिता i 
पत्रपुष्पोदककरा चन्दनेन सुर्चाचता ॥ 


अपराजिता च कतंव्या सिंहारूढा महाबला | 
पिनाकेषुकरा चव खड्गखेटकधारिणी ॥ 
्रनेत्रेन्दुजटाभारा कृतवासुकिकङ्कुणा | 
नीलोत्पलनिभां देवीं निद्रामुद्रितलोचना म्‌ | 
नीलकुञ्चितकेश्ञाग्रां निम्ननाभीवलित्रयाम्‌ ॥ 
वराभयकराम्भोजां प्रणतातिविनाझिनीम्‌ | 
पीताम्बरोपेतां भूषणस्रग्विभ्नुषिताम्‌ ti 
वरशक्तयाकृात सौम्यां परसैन्यप्रभञ्जनीम्‌ । 
शङ्खच क्रगदाभीतिरम्यहस्तां त्रिलोचनाम्‌ ॥ 
सर्वकामप्रदां देवीं घ््यायेत्तामपराजिताम्‌ | 
सुरभिर्गोमुखी देवी सुरूपा सवं भूषणा | 
घासमुष्टिं तथा कुण्डीं विश्राणा मूतिपुष्टिदा ॥ 
अक्षसूत्रं च कुण्डी च gaat पुटाञ्जलिम्‌ | 


पञ्चार्निकुण्डमध्यस्थां कृष्णां तामनुधारयेतु ॥ 
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दाक्षी द्विभुजां देवीं पीतवस्त्रद्यान्विताम्‌ | 
Wet aai दक्षिणेन वरप्रदाम्‌ 1 
इन्द्राक्षी सहयुवतीं नानालङ्कारभूषिताम्‌ । 
प्रसन्नवदनाम्भोजामप्सरोगणसेविताम्‌ T 
वामे माणिक्यपात्रं मधुरसभरितं वि श्रती पाणिपद्मे 
दिव्यैरननैः प्रूर्णा धृतमणिवलये दक्षिणे रत्नदर्वीम्‌ । 
रक्ताङ्गो पीनवुङ्गस्तनभरविलमत्तारहारां त्रिनेत्रा 
qÈ पुर्णन्दुविम्बप्रतिनिधिवदनामम्विकामन्नपूर्णाम्‌ T 
सिन्दूराभां न्िनेत्राममृतशशिकलां खेचरी रक्तवस्त्रां 
पीनोततु ङ्गस्तनाढयामभिनवविलसद्यौवनारम्भरम्याम्‌ d 
नानालङ्कारयुक्तां स रसिजनयनामिन्दुसंक्रान्त मृति । 
देवीं पाशाङ कुशाढयामभयवरकरामन्नपूर्णा नमामि ॥ 
जपाकुसुमस ड्काशा फुल्लपद्मासनस्थिता | 
अक्ष्नक्‌पुस्तकाभीतिवरहस्ता तु वालिका ॥ 
रत्नासनां इ्यामगात्रीं श्रुण्वतीं शुकजल्पितम्‌ | 
अब्जन्यस्तैकचरणां चारुचन्द्रावतंसकाम्‌ ॥ 
वीणामालापयन्तीं च तिलकोद्भासिफालकाम्‌ | 
सौगन्धिकस्रक्कलिकाचूलिकां रक्तवाससम्‌ ॥ 
विभूषणभूषितां च मातङ्गीं प्रणमाम्यहम्‌ | 
अश्वारूढां कराग्रे नवकतकमयीं gaafe दधाना 
दक्षे वामेऽपि चैवं खलिनतनुलतापाशबद्धा सुसाध्या | 
देवी नित्यं प्रसन्ना शशधरविलपत्केशपाशा त्रिनेत्र 
दद्यादद्यानवद्या सकलमुखकुलप्राप्तिहृद्यां श्रियं न: ॥ 
उद्याद्भास्वत्समाभां विजितनवजपामिन्टुखण्डावंनद्धा 
ज्योतिर्मालां त्रिनेत्रां विविधमणिलसत्कुण्डलां पञ्मसंस्थाम्‌ । | 


हारमरैवयकाञ्चीमणिगणवलयैस्संयुता मम्बराढया- 
भावणेद्भौवनेशीम्‌ ॥ 


माद्यां पाशाङकुशाभ्यामभयवरकरां 
say लम्बोष्ठा तुङ्गनासिका । 
लम्बमातस्तना कुक्षौ नीलं वा रक्तवाससी ॥ 
उत्पलं दक्षिणे हस्ते पीठे वा मकरस्थितः । 
भद्रपीठस्थिता वापि द्विपादं चेव लम्बिनि ॥ 
सर्वाभरणसंयुक्ता वाचिकाबद्धमाकुदी (?)! 
काकध्वजसमायुवता सालका तिलकान्विता ॥ ` 
तस्या दक्षिणपारवे तु वूषो 4 वृषवाहना । 
द्विभुजो दक्षिणे हस्ते दण्डं वामे तु सूत्रकम्‌ ॥ 
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( २४४ ) ) 1 
लम्बयेहृक्षिणं पादं वाममुत्कुटिकासंनमं | 

३वेतवर्णमहाकाया सर्वाभरणभूषिता ॥ 
किरीटमुकु टोपेता दुकूलवसनान्विता । | 


वृषं वे दक्षिणे त्वेवं वामे त्वग्निमथोच्यते ॥ 
gaa dang च सर्वाभरणभूषिता । 
कृष्णाञ्जननिभा रक्‍तवस्त्रेणेवे तु भूषिता ॥ 
करण्डमुकुटाद्व यक्षी वाम '"' `` `*` agar । 
सव्येनोत्कुटिकासीना हस्तादृत्पलधारिणी ॥ 
(ii) qe आ० अथातस्संप्रवक्ष्यामि ज्येष्ठायास्स्थापनं परम्‌ । 
आदिशक्तेस्समुत्पन्ना पश्चादुदधिसंभवा ॥ 
उदधौ -मथ्यमाने तु चोत्थिता सा गजानना। 
कालाञ्जननिभा देवी सर्वाभरणभूषिता ॥ 
खरारूढा कले: पत्नी सुखासीना हिता तनुः । 
argued मणिर्वाथ वृषास्यं वृषभं तथा ii | 
वषभो रक्तवर्णस्तु मणिः काच्चनसप्रभा । | 
रूपाण्येतानि कृत्वा तु प्रतिष्ठां सस्यगाचरेत d 
(iii) qo कार० पीनोरू पीनगण्डा च पीनस्तनभरोदरी । 
नीलकालकसीमन्ता सधम्मिल्लशिरोरूहा ॥ 
स्निग्धाञ्जनिनिभा रक्ता बिम्बोष्ठी तुङ्गनासिका। 
द्विभुजा च द्विनेत्रा च कुमुदं दक्षिणे करे ॥ 
कन्यापुत्रान्विता देवी दक्षिणेऽदक्षिणेपि च । 
देव्या बाहुंसमं कुर्यात्‌ कन्यकापुत्रकौ, -क्रमात्‌ d 
पुत्रो वृषभवकत्रस्तु feast च AAR | 
i ज्येष्ठाया आकृतिह्येवे षद्मजाकृतिरूच्यते |! 
(iv) fae ब FUT च लम्बोष्ठी - लम्बमानस्तनोदरी | 
: आलो हिता स्मृता ह्यपा ज्येष्ठा$लक्ष्मी रिति श्रिये।। 
उत्पालाभयहस्तेयं द्विभुजा वीरवन्दिता | 
रक्तज्येष्ठा च नीला च . . भूतलापितपादिका ॥ 5 
(Uc ON dE स्पृशते दोर्भ्यां fwa वीरवन्दिता d 
लाभा भवेदष्टाकपालशरधा रिणी ॥ 
जया महाबला भृत्यै pue शेषपूर्वजा ! 
पञ्चमो पटल: समाप्तः 
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सूर्यादयः दिग्पालाश्च 


द्वादशादित्या: जाः 
॥दित्या द्विभुजा:पद्महस्तार₹्च रक्तपद्मासने स्थिताः । 
1) अ० आ० रक्तमण्डलसंयुक्ता: . करण्डमकुटान्विताः ॥ 
रक्ताम्बरधरास्सर्वे सर्वाभरणभूषिताः । 


छन्नवीरसमायुक्तां भास्करा द्वादशा इमे ॥ 
वैवस्वतो विवस्वांश्च मार्तण्डो भास्करो रवि: । 
लोकप्रकाशकरुचंव लोकसाक्षी त्रिविक्रमः ॥ 
ग्रादित्यरच तथा सूर्य्यः अंशुमांश्च दिवाकरः | 
एते बै द्वादशादित्याश्चोत्तमादिक्रमात्स्थिताः ॥ 
(ii) go आ० अर्यमा qaet पूषा विष्णुर्भगस्तथा | 
अजघन्यो जघन्यश्च मित्रो धाता इति स्मृताः ॥ 
faaki पर्जेन्यस्त्वादित्या द्वादश स्मृताः | 
द्विभूजाः पद्महस्ताश्च रक्तपद्मासने स्थिताः ॥ 
रद्मिमण्डलसंयुक्तास्सुरक्ता लोकनायकाः | 


वैकतनो विवस्वांदच मातंण्डो भास्करो रविः । 
लोकप्रकाशकइचैव लोकसाक्षी त्रिविक्रमः ॥ 
आदित्यश्च तथा सूर्यः अंशुमांश्च दिवाकरः | 
एते d द्वादशादित्या एवमाकृतिरूच्यते ॥ 
द्विभजाइच द्वितेत्राइच पद्मस्थाः "SES | 
रक्ताम्बरसुवर्णाश्च प्रभामण्डलमण्डिताः ॥ 
उपवीतसमायुक्तास्सर्वाभरणश्रुषिताः 1 | 
E च सहसांशुस्तथा पर: । i 
घाता तपतसंज्ञश्च सविताथ गभस्तिमान्‌ ॥ 
रविइ्चैवाथ पर्जन्यस्त्वष्टा मित्रोऽथ fam: | 
मेषादिराशिसंस्थाइच मर्गादिकातिकान्तगा; ॥ 


कृष्णो रक्तो मनाग्रक्तः पीत: पाण्डुरकस्सित: | 


कपिलः पीतवर्णश्च शुकाभो धवलस्तथा t 


wur नीलः क्रमाद्रर्णाश्शवतय: केसराग्रगाः ! 
E सुषुम्ना . विश्वाचिरिव्दुसंज्ञा प्रमदिनी ll 


(111) qe का० 


(iv) अर पु० 
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sad महाकली कपिला च प्रबोधनी ॥ 
नीलाम्बरा घनान्ता च अमृताख्या च शक्तयः | 
अणु वत्स प्रवक्ष्यामि सूर्यभेदांस्तु ते जय। 
यावत्प्रकाशकस्सूर्यो जायते मू्तिभिर्यथा ॥ 
दक्षिण पौष्करी माला करे वामे कमण्डलुः | 
qarat शोभितकरा सा धात्री प्रथमा स्मृता ॥ 
शूलं वामकरे चाख्या दक्षिणे सोम एव च। 
wat नाम त्रिनयना कुशेशयविभूषिता ॥ 
प्रथमे तु करे चक्र तथा वामे च कौमुदी । 
मूतिरादमशी ज्ञेया सपः पाणिपल्लवे: ॥ 
अक्षमाला करे सव्ये चक्रं वामे प्रतिष्ठितम्‌ । 
सा मूर्ती रोद्री ज्ञातव्या प्रधान! पदमभूषिता ॥ 
चक्रं तु दक्षिणे यस्या वामे पाशस्सुशोभनः | 
सा वारूणी भवेन्मूतिः पद्मव्यग्रकरद्वया ॥ 
कमण्डलुर्देक्षिपतो माला चाक्षमयी भवेत्‌ । 
सा भवेत्सम्मता सूर्यसूतिः पद्मविभूषिता॥ 
यस्या दक्षिणतश्शुलं वामहस्ते सुदर्शनः । 
भगमूतिस्समाख्याता पद्महस्ता शुभा जय! 
अथ वामकरे माला त्रिशुलं दक्षिणे स्मृतम्‌ | 
विवस्वन्सूतिरेषा स्यात्पद्मलाञ्छनलक्षिता ॥ 
queen भवेन्मू्तिद्विभुजा पद्मलाञ्छिता। 
सर्वपापहरा ज्ञेया सरवेलक्षणलक्षिता ॥ 
दक्षिणे तु गदा यस्या वामे चैव gai: l 
पद्मव्यग्रा तु सावित्री मूतिस्सर्वार्थसाधनी ॥ 
सुवं च दक्षिणे हस्ते वामे होमजकालिकम्‌ | 
मूतिस्त्वाप्द्री भजेत्सा स्यात्पद्भरूद्धकरद्वया ॥ 
सुदर्शनकरा सव्ये पद्महस्ता तु वामतः। 
एषा स्याद्‌ द्वादशी मूतिविष्णोरमिततेजसः N 
धाता aia रूद्रो बरूणस्सूर्यं एव च । 
भगो विवस्वान्‌ पुषा च सविता दशमस्स्मृतः ॥ 
एकादशस्तथा त्वष्टा विष्णुर्द्वादश उच्यते | 
नासाललाटजङ्गोरूगण्डवक्षांसि चोन्नताति रवेः । 
कुर्यादुदीच्यवेषं गूढ़ं पादादुरो यावत्‌ ॥ 
विश्राणस्स्वकररूहे पाणिभ्यां पङ्कुजे मुकुटधारी | 
कुण्डलभूषितवदनः erage वियद्गवृतः | 


कमलोदरद्यतिमुख: कञ्चकगुप्त स्सिमत प्रसन्नमुखः । 
रत्नोज्ज्वलप्रभामण्डलइच कतुइशुभकरोऽकंः ॥ 
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सौम्या तु हस्तमात्रा वसुदा हस्तद्वयोच्छिता प्रतिमा । 
क्षेमसुभिक्षाय भवेत्तिचतुहस्तप्रमाणायाम्‌ ॥ 
पद्मासन: पद्मकरः प्मगभंदलद्युतिः । 
सप्ताइ९वरथसंस्थशच द्विभूजश्च सदागतिः t 
ससप्ताइवे सैकचक्रे रथे सूर्यो द्विपद्मधुक्‌ | 
मषीभाजनलेखन्यौ विश्रल्कुण्डी तु Rey 
वामे तु पिङ्गलो द्वारि दण्डभृत्स रवेर्गणः । 
बालव्यजनधारिण्यौ पारवे राज्ञी च निष्प्रभा di 
अथवाश्वसमारूढ़: कार्यं एकस्तु भास्करः | 
रविः कार्यश्शुभश्मश्रुः सिन्दूरारूणसुप्रभः | 
उदीच्यवेषस्स्वाका रस्सर्वाभरणभ्रूषितः ॥ 
चतुर्बाहुमहातेजा: कवचेनाभिसंवृतः | 
aia रशना चास्य पानीयाङ्केति संज्ञिताः ॥ 
रश्मयस्तस्य कतंव्या वामदक्षिणहस्तयोः । 
ऊर्ध्वे स्रग्दामसंस्थाना सर्वंपुष्पचिता शुभा ॥ 
स्वरूपस्स्वाकारो दण्डः कार्योऽस्य वामतः। 
दक्षिणे पिङ्गलो भागे कातंव्यश्चातिपिङ्गलः ॥ 
आपीच्यवेषौ कर्तव्यौ तावुभावपि यादव! d 
तयोमू fea च विन्यस्तौ करो कायां विभावसोः ॥ 
लेखनीपत्रके कार्ये पिङ्गलर्चातिपिद्भलः । 
चर्मशूलधरो देवस्तथा यत्नाद्विधीयते ॥ 
सिंहो ध्वजश्च कत्तव्यस्तथा सूर्यस्य वामतः | 
चत्वारश्चास्य कतेव्यास्तनयास्तस्य WIL: ॥ 
रेवन्तश्च यमश्चैव मनुद्वितयमेव च । 
ग्रहराजो रविः कार्यो ग्रा परिवारितः t 
राज्ञी सवर्णा छाया च तथा देवी सुवच्चंसा । 
चतस्रश्‍चास्य कर्तव्याः पत्त्यशच परिपारर्वयोः ॥ 
एकचक्रे च सप्ताइवे veu वा रथोत्तरे। 
उपविष्टस्तु कतंव्यो देवो ह्यरूणसारथिः ॥ 
अदितेः पुत्रभावत्वादादित्यस्त्विति चोच्यते । 
savant तु जगच्चक्षुरिति स्मृतः ॥ 
द्विभुजं पद्महस्तं. ठु रक्तवणं पुरूपकमू | 
करण्डमुकुटोपेतं सर्वाभरणभूषितम्‌ ॥ 
मकुटद्विगुणं तारं रमा णडल | 
उषाइच प्रत्युषोदेवी सव्यासव्ये तु संस्थिते ॥ 
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अरुणं चाग्रतः कृत्वा TAAT तत्स्वरूपकम्‌ | 
सप्ताइत्ररथमध्यस्थं भास्वरं पापनाशनम्‌ ॥ 
रक्तपद्मासनस्थं हि आसनं तत्र कल्पयेत्‌ | 
पूर्वोक्तविधिना सर्वमादित्यं परिकल्पयेत्‌ ॥ 
एकचक्रससप्ताइवससारथिमहारथम्‌ 
कृत्वा तु emen पृरूषाकृतिरूपिणम्‌ ॥ 
तदर्धं वामतश्श्यामं नारीरूपसमन्वितम्‌ i 
कृत्वा. तु स्थापयेत्सम्यक्सर्वाभरणभूषितम्‌ ॥ 
आकुञ्चितसुकेशं तु प्रभामण्डलसंयुतम्‌ | 
मकुटं वा विधातव्यन्यत्सर्वं सुमण्डलम्‌ ॥ 
हस्तद्वयलसत्पद्ं कञ्चुकाञ्चितविग्रहम्‌ । 
एकवस्त्रं द्विदो॑ण्डं स्कन्धे सक्तकराम्बुजम्‌ ॥ 
रथोपेतं विना वाथ केवलं पद्मसंस्थितम्‌ । 
पादौ सकटको तस्य स्थिरं पद्मासने स्थितम्‌ ॥ 
जातिहिड्गुल्यवर्णस्था ? सस्थाप्यं सूर्यमण्डलम्‌ | 
रक्तवर्णो महातेजा द्विबाहुः पद्मभुद्रविः | 
सप्तभिस्तुरगैयु क्ते सर्व रज्जुसमन्विते ॥ 
Umum रथे तिषठन्पादाक्रान्तसरोरूहः । 
माणिक्यकुण्डलोपेतः पद्मरागकिरीटकः ॥ 
रक्ताम्बरधरो रम्यस्सुव्यक्ताङ्गो मनोहरः | 
अन्‌रूसारथिः कार्यः प्रतिहारौ च TAT: ॥ 
दण्डपिद्गलनामानौ खड गखेटकधारिणौ i 
आदित्यस्य प्रवक्ष्यामि मूर्ति... , 
रक्तवर्णो महातेजाः शतपझोपरिस्थितः ॥ 
सवं लक्षणसंयुक्तः सर्वाभरणभ्रूषितः | 
द्विभु अश्चैकवकूत्रशच स्वेतप ड्कूजधृत्करः ॥ 
तेजोवतु लबिम्बस्य मध्यस्थो रक्तवाससः | 
इदमादित्यरूपं स्यात्‌ सर्वपापश्रणाशनम्‌ ॥ 
सवे लक्षणसंयुक्तं सर्वाभरणभूषितम्‌ | 
द्विभुजं daa च इवेतपङ्कुजधृत्करम्‌ ॥ 
age तेजसो fart मध्यस्थं रक्तवाससम्‌ | 


. आदित्यस्य त्विदं रूपं कुर्यात्पापप्रणाशनम्‌ ॥ 
आदित्यपरिवाराः--नवग्नहा नवग्रहम्‌त॑यर्च 


तेजश्चण्डो महावक्रो द्विभज पद्मखड्गश्नृत्‌ | 
कुण्डिकाजप्यमालीन्दुः कुजशशकत्यक्षमालिकः || 


CC-0. Gurukul Kangri Collection, Haridwar 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


(ii) अ० Jo 


(iii) रूप० 


(i) म० Je 


CC-0. Gurukul Kangri = Haridwar 


( २४९ ) 


दुधश्चापाक्षपाणिस्स्याज्जीवः कुण्ड्यक्षमालिकः | 
Jr: कुण्डयक्षमाली स्यार्त्किङ्किणीसूत्रवाञ्छनिः ॥ 
अधचन्द्रधरो राहुः केतुः खड्गी च दीपभृत्‌ । 


` इवेतवर्णा भवेत्सोमो रक्तो ह्यङ्गा रकस्तथा | 


बुधश्च पीतवर्णाभस्ताद्दग्ूपं गुरोस्तथा ॥ 
गोक्षीरधवलः शुक्रः कृष्णवणंः शनैश्चरः | 
राजावर्तनिभो agia: केतुः सदा भवेत्‌॥ 
सोमः कमलहस्तः स्यात्‌ कुजो दण्डकमण्डल्‌ | 
योगासनस्थरच बुधो गुरुश्चाऽक्षकमण्डल्‌ |i 
अक्षं कमण्डलुं शुक्रः शानिर्दण्डकमण्डल्‌ | 
अर्धकायः स्थितो केतुः करपुटाक्ृतिः ॥ 
सप्ताइवरथ आदित्यइचन्द्रो दशहृयः स्मृतः । 
मेषारूढोऽङ्गारकश्च बुधः सर्पासनस्थितः ॥ 
हंसारूढं गुरुं विद्यात्‌ शुक्रं ददु रवाहनम्‌ | 
शनि च महिषारूढं राहुं वे कुण्डमघ्यगम्‌ ॥ 
सर्पपुच्छाकृति केतुं शान दंष्ट्राकरालकम्‌। 
किरीटमालाशोभाढयाः सर्भाभरणभूषिताः ॥ 
३वेतस्सोमः कुजो रक्तः Fa: पीतो गुरूस्तथा | 
शुक्रइरवेतरशनिः कृष्णो राहुधू Weg केतवः ॥ 
पद्महस्तो भवेत्धीमः कुजे दण्डः कमण्डलुः | 
योगासनो बुधो देवो गुरौ चाक्षकमण्डलू ॥ 
रक्षः कमण्डलुश्शुक्रे शनौ दण्डकमण्डलू | 
अर्घकायस्थितो राहुः केतुः करपुटाकृति: ॥ 
सप्ताइवरथ आदित्यरचन्द्रो दशहयस्स्थितः d 
मङ्गलो मेषमारूढो बुधस्सर्पासनस्थितः ॥ 
हंसारूढ गुरं विद्याद्भेकारूढं च भागंवम्‌। 
शनि महिषमारूढं राहुं कुण्डस्य मध्यगम्‌ ॥ 
सर्पपुच्छाकृति केतुं शनि दंष्ट्राकरालितम्‌ | 
ग्रहाः किरीटिनः कार्या रक्तकुण्डलसोभिताः ॥ 
सूर्यास्यायतने स्थाप्या वह्लिकोणादितः क्रमात्‌ | 
कुजो जीवस्तमरुशुक्रः केतवो ज्ञश्शनिइशशी BT 
चन्द्रररवेतवपुः  कार्यर्शवेताम्बरधरः T: 
चवुर्वाहुमंहातेजास्सर्वाभरणभूषितः u 
कुमुदौ च सितौ कार्यों तस्य देवस्य हस्तयोः | 
कात्तिर्मतिमती कार्या तस्य पावे तु दक्षिणे ॥ 
वामे सोभा तथा कार्या ख्पेणाप्रतिमा भूवि । 
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fag तथास्य सिहाद्भ वामपारवर्वेऽकेव-द् वेत्‌ ॥ 
aaa च रथे कार्यो fam वरसारथौ। 
३वेतइश्वेताम्ब रध रश्शवेतास्वश्वेतभूषणः i 
गदापाणिट्दिबाहुरच कतंव्यो वरदरशशी ॥ 
सोमस्सिहासनासीनः कुन्दश्कसमद्यृतिः i 
प्रभामण्डलसंयुक्तो द्विभूजस्सौम्यक्त्रकः ॥ 
आसीनो वा स्थितो वापि कुमुदोज्वलकं करः । 
हेमयशोपवीता द्गस्सर्वाभरणभूषितः r 
शुक्‍लवस्त्रधरश्शान्तस्सरवपुष्पैरलड कृतः । 
सोम एवं समाख्यात sse ००० t ppo coo soe u 
चन्द्रर्चत्रे विधातव्यञ्छवेताम्बरसमावृतः d 
दशर्वेताइवसंथुक्तमारूढं स्यन्दनं शुभम्‌ ॥ 
feast दक्षिणे पाणौ गदां विश्रत्पथूदरीम्‌ । 
वामस्तु वरदो हस्तश्शशाङ्कुस्य निरूच्यते ॥ 
रक्तमाल्याम्बरधरइशक्तिशूलगदाधरः । 
चतुभु जो मेषगमो वरदस्स्याद्धरासुतः ॥ 
भौमोऽग्नितुल्यः कते व्यस्त्वष्टाइवे काञ्चने रथे' 
quer वक्ष्यामि लक्षणं चित्रकर्मणि । 
चतुभु जो मेषगमश्चाद्गारकसमद्युतिः ॥ 
दक्षिणं तद्धरं हस्तं वरदं परिकल्पयेत्‌ | 
ऊर्ध्वं शक्तिसमायुवतं वामौ शुक्लगदाधरौ ॥ 
'विष्णुतुल्यो बुधः कार्यो भोमतुल्ये तथा रथे 
सिंहारूढं संप्रवक्ष्ये कणिकारसमप्रभम्‌ | 
पीतमाल्याम्बरधरं स्वणंभूषणभूषितम्‌ ॥ 
qui खड्गसंयुवतं खेटकेन समन्वितम्‌ । 
गदया च समायुवतं विश्राणं दोश्चतुष्टयम्‌ ॥ 
एवं लिखेच्चन्द्रसूनुं बुधं ग्रहपति शुभम्‌ । 
तप्तजाम्बूनदाकरो द्विभुजश्च बृहस्पतिः | 
पुस्तकं चाक्षमाला च करयोस्तस्य कारयेत्‌ ॥ 
सर्वाभरणयुक्तशच तथा पीताम्बरो गुरुः। 
anà काञ्चने दिव्ये रथे दृष्टिमनोरथे ॥ 
शुक्रशर्वेतवपुः कार्यशस्वेताम्बरधरस्तथा | 
at करौ कथितौ तस्य निधिपुस्तकसंयुतौ | 
दशारवे वा रथे कार्यो राजते भृगनन्दनः। 
ततो देवगुरूलेख्यरशुक्रच भृगुनन्दनः | 
चतुभिबाहुभियु क्तञ्चित्रकर्मविशारदैः T 
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वरदौ साक्षसुत्री च कमण्डलुधरौ तथा | 
दण्डिनो च तथा बाही fast परिकल्पयेत ॥ 
कृष्णवासास्तथा कृष्णश्शनिः कार्यो$श्वितानन: | 
दण्डाक्षमालासंयुक्तः करद्वितवभूषण: ॥ 
कार्ष्णायसे रथे कार्यस्तथवाष्टतुरज्भमे | 
शनेश्चरः कृष्णवर्णो द्विभुजस्सितवाससा । 
करण्डकुटोपेत्नस्सर्वाभरणभूषणः " 
दण्डं दक्षिणहस्ते तु वरदं वाममुच्यते । 
स्थानकं पद्मपीठे तु शाकलवस्त्रधरङशुचिः ॥ 
ईषत्पङ गुरिव स्थाने ईषद्ह्वस्वतनुस्स्मृतः | 
रौप्ये रथे qure राहुः कार्यो विचक्षणैः । 
कम्बलं पुस्तकं कार्यं भुजेनेकेन संयुतम्‌ ॥ 
करमेक तु कुर्याच्च MAJA तु दक्षिणम्‌ । 
सिंहासनगतं राहुं करालवदनं लिखेत्‌ । 
qui खड्गसंयुक्तं eux क्रमात्‌ ॥ 
भौमवच्च तथा रूपं केतोः कार्यं विजानता । 
केवलं चास्य कतंव्या दश॒ राजंस्तुरङ्गमाः ॥ 
qur द्विबाहवस्सर्वे वरदाइच गदाधराः। 
गृध्रपृष्ठसमारूढा लेखनीयास्तु केतवः ॥ 
गृध्राः किरीटिनः कार्या नवताळप्रमाणकाः d 
रक्तकुण्डलकेयूरहाराभरणभूषिताः u 


सोरमायतनम्‌ 

ampi तु कुजः स्थाप्यो गुरुयाम्ये प्रतिष्ठित: । 
नैक्रेत्ये राहुसंस्थातं परिचमे चैव भागव: ॥ 
वायव्ये केतुसंस्थानं सौम्यायां बुध एव च । 
ईशाने च शनि दद्यात्‌ प्राच्यां चैव तु चन्द्रमाः ॥ 


सोरप्रतीहाराः 

भयस्तव प्रवक्ष्यामि दण्डनायकपिङ्गलौ | 
राज्सौषादयइचान्ये दिग्देवा दिण्डिना सह ॥ 
मया सह समागम्य पुरा देवविचारितम्‌ | 
एष कारूणिकस्सूर्यो युध्यते दानरवैस्सह ॥ 
ते तु लब्धवरा भूत्वा अमात्याद्या ह्यभीक्ष्णश: | 


आदित्यं मन्यमानास्ते तपन्तं हन्तुमुद्यताः ॥ 
तस्मात्तेषां विघातार्थं प्रवराश्च भवामहे । 


अस्माभिः प्रतिरूद्धास्ते न द्रक्ष्यन्ति दिवाकरम्‌ ॥ 
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( २५२ ) 
dudd ततस्स्कन्दो वामपाश्वे रवेस्स्थितः | 
दण्डनायकसंज्ञस्तु सर्वलोकस्य स प्रभु: ॥ 
उक्तश्च स तदाकेण त्वं प्रजादण्डनायकः | 
दण्डनीतिकरो यस्मात्तस्मात्बं दण्डनायकः H 
लिखते यः . प्रजानां च सुकृतं यच्च दुष्कृतम्‌ | 
अभ्निर्दक्षिणपार्श्वे तु पिद्गलत्वात्स पिङ्गलः ॥ 
akad वापि सूर्थस्य पाश्वंयोरूभयो स्स्थितौ । 
ग्रश्‍वरूपात्समुत्प्तो तेन तावङ्विनौ सुरौ ॥ 
द्वारपालौ स्मृतौ तस्य राज्ञः श्रेष्ठौ महाबलौ । 
कातिकेयस्स्मृतो राज्ञा श्रेष्ठश्चापि हरस्स्मृतः ॥ 
राजुदीप्तौ स्मृतो धातुनं का रस्तस्य प्रत्ययः | 
सुरसेनापतित्वेत स यस्माहीप्यते सदा ॥ 
तस्मात्स कातिकेयस्तु नाम्ना राज्ञ इति स्मृतः । 
सुगतो च स्मृतो धातू यस्य स॒ प्रत्ययस्स्मृतः ॥ 
गच्छतीति रहस्तस्मात्पर्यायात्त्रौष उच्यते | 
प्रथमं यद्भवेद्द्वारं धर्मार्थाभ्यां समाश्रितम्‌ |! 
तत्रैतौ संस्थितौ देवौ लोकपूज्यौ द्विजोत्तमाः! । 
द्वितीयां तु कक्ष्यायामप्रधृष्टौ व्यवस्थितौ ou 
पक्षिप्रेताधिपौ नाम्ना स्मृतौ कल्माषपक्षिणौ । 
वर्णस्य शबलत्वाच्च यमः कल्माष उच्यते ॥ 
पक्षावस्येति यः पक्षी गरुडः परिकीतितः | 
स्थितो दक्षिणतस्तस्य दण्डहस्तसमन्वितः N 
उत्तरेण स्थितोऽकंस्य कुबेरश्च विनायक: | 
कुबेरो धनदो ज्ञयो हस्तिरूपो विनायकः ॥ 
कुत्सया कुप्यता शप्तं कुशरीरमजायत्‌ | 
कुबेरः PAULA नाम्ना धनदस्स्मृतः |i 
नायकस्सवंसत्वानां तेन नायक उच्यते। 
विविधं नयते यस्मात्‌ स तू तस्माद्विचायकः ॥ 
taeda . दिण्डिशच तौ ta: पूर्वतस्स्थिती | 
. ततो दिण्डस्स्मृतो रुद्रो रेवतस्तनयो रवेः ॥ 
प्लुतं गच्छत्यसौ यस्मात्सर्वलोकनमस्कृतः | 
रेवृप्लवगतौ धातूरेवतस्तेन स स्मृतः ॥ 
डिङ्गतावस्य वे धातोदिण्डिशब्दो निपात्यते | 
डयतेऽसौ सदा दिण्डी तेन दिण्डिः प्रकीतितः ॥ 
` इत्येते प्रवराः प्रोक्ता धात्वर्था sq | 
एषां संक्षेपतो भूयस्सख्यां वो निगदामि वै | 
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| अश्विनों तो ततो ज्ञेयौ दण्डनायकपिद्धली | 
तौ सूर्यद्वारपौ ज्ञेयौ राज्ञस्रौषौ ततस्स्मृतौ ॥ 
रेवतश्चेव दिण्डिच इत्येते प्रवरा मया। 
अष्टादश समाख्यातास्संक्षेपात्संख्यया मया ॥ 
(ii) अ० Jo दण्डी च पिङ्गलश्चेव ह्यानन्दो नन्दकस्तथा । 
चित्रो विचित्रो ज्ञातव्याः किरणाक्षःसुलोचनः ॥ 
सर्वे ते पुरुषाकाराः कतंव्यः शान्तिमिच्छता । 
अष्टौ स्युश्च चतुद्वाःसु सव्यदक्षिणतः क्रमात्‌ ॥ 
तर्जनी fronda ताम्रचूडश्च दण्डकः | 
| दण्डी नाम तथा वामे शृणु पिद्धलकस्य च ॥ 
akaa किरणस्थाने ताम्रचूडपदेंऽशकः । 
पुर्ववत्‌ idast पिङ्गलः पूर्वदक्षिणे ॥ 
| तर्जन्यौ द्वे वज््रदण्डावानन्दक इति MA: 
तर्जनी दण्डापसव्ये संभवे दन्तकस्तथा dI 
| वे तर्जन्यौ पन्मदण्डौ वामातर्चित्रकः स्मृतः | 
तजनी दण्डापसब्ये विचित्रो दक्षिणे स्थितः ॥ 
तर्जन्यौ किरणो दण्डः किरणाक्षस्तर्थव च । 
तर्जनी दण्डापसव्यो प्रतीहारः सुलोचनः ॥ 
इत्यष्टौ च प्रतीहाराः सर्वविध्तप्रणाशनाः। 
सर्वे तेजोमया नित्यं सूर्यदेवप्रत्यात्मकाः ॥ 
(iii) Sqo तजंन्यंशुता म्रचूडदण्डंदण्डी तु वामतः | 


तर्जनीशक्तिकिरणदण्डेस्स्यात्पि्धल: परः ॥ 
द्वे तर्जन्यौ वज्त्रदण्डावानन्दो वामगो दधत्‌ । 


तर्जनीदण्डापसब्ये विचित्रो दक्षिणे स्थितः ॥ 
दे तर्जन्यौ पद्मदण्डौ चित्रो धत्ते स वामतः। 
तर्जनीदण्डापसब्ये विचित्रो दक्षिणे स्थितः ॥ 
तर्जन्यौ किरणं zi किरणाक्षस्तु धारयेत्‌ । 
त्नी दण्डापसव्ये प्रतीहारस्सुलोचनः ॥ 
चतुद्वारेषु संस्थाप्या दिशांस्वेते प्रदक्षिणम्‌ । 


दिग्पाला: लोकपालाः वा 
maa: सहस्राक्षो वज्रभृत्‌ सुभुजो बली । 
किरीटी सगदः श्रीमान्‌ श्वेताम्बरधरस्तथा Ul 
_श्रोणिसूत्रेण महता दिव्याभरणमूषितः | 
कार्यो राजश्रिया युक्‍त: पुरोहितसहायवात्‌ ॥ 
विज्ञेयः कलेः केसं? परायणः । 
जाम्बूनदविभूषितः It 


सामान्यलक्षणम्‌ 
(i) we सू० 


बैवस्वस्तु 
तेजसा सूर्यसङ्काशो 
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सम्पूर्णचन्द्रवदनः पीतवासा शुभेक्षणः | 
विचित्रमुकुटः कार्यो वराङ्गगदविभूषितः॥ 
तेजसा सूर्यसङ्काशः कतंव्पो बलवाञ्छुभः। 
घन्वन्त रिर्भ रद्वाजः प्रजानी यतयस्तथा? ॥ 
दक्षार्थाः सदृशाः कार्या कार्यो रूपाणि + रपि। 
अर्चिष्मान्‌ ज्वलनः कार्यः यत्कण्ठाश्वसमी रणः ॥ 
(ii) se ge RAMS A चेव कुण्डीं धत्तै करेस्तु यः। 
गजारूढः सहस्राक्ष Bala पूर्वतः स्थित: ।। 
वरदः शक्तिहस्तरच समृणालकमण्डलु: । 
ज्वालापुज्जनिभो देवो मेषारूढो हुताशनः ॥ 
लेखनीं पुस्तकं धत्ते कुक्कुटं दण्डमेव च। 
सुमहामहिषारूढो यमः कृष्णाङ्ग ईरितः ॥ 
ag च खेटकं हस्ते कत्रीं चैवारिमस्तकम्‌ । 
दष्ट्रालम्बमुखीं कुर्याच्छ वानारूढां च ARRA ॥ 
वरं पाशं च कमलं करेविश्रत्कमण्डलुम्‌ । 
कर्तव्यो मकरारूढो वरुणः RAT FAT 
वरं ध्वजं पताकां च TART: कमण्डलुम्‌ | 
मृगारूढो sat: पवनो वाग्रुदिक्‌पतिः ॥ | 
गदां निधि बीजपूरं करेविभ्रत्कमण्डलुम्‌ | 
गजारूढः प्रकर्तव्यो धनदश्चोत्तरे तथा ॥ 
वरदं च त्रिशूलं च नागेन्द्रं बीजपूरकम्‌ | 
वृषारूढशच कर्तव्य ईशानो धवलद्युतिः ॥ 
इन्द्र; श्यामवर्णं द्विहस्तं च रक्ताम्बरधरं शुभम्‌ | 
(i) ste ato किरीटमुकुटोपेतं सर्वाभरणभूषितम्‌ t 
शक्तिदंक्षिणहस्ते तु वामहस्तेऽङ्कू_शं धृतम्‌ | 
विशालोदरग्रीवं च वामे शचीसमन्वितम्‌ ॥ 
द्विनेत्रं सौम्यवदनं सिंहासनोपरि स्थितम्‌ | 
आसीनं वा प्रकतंव्यं गजारूढमथापि वा ॥ 
इन्द्रमेवं समाख्यातमर्विन्यो च प्रवक्ष्यते । 
(11) go aro tata तु मतिमांस्त्विन्द्रो वज्ादू शौद धत्‌ | 
श्यामाङ्गं तु गजारूढ़मप्सरोगणसंयुतम्‌ l 
वञ्जपाणिमं हावी रसिसिहस्कन्धोऽवलीलधृकू | 
ललाठो रस्थलायामपी वरो रमहोदरः ॥ 
प्रसन्नवदन्तर्हयामवर्णो रक्‍ताम्बरस्सुखी | 
किरीटकुण्डली हारकेयूरादिविभूषितः ॥ 
पथु शिरोगजारूढ़ो देवराजरशचीपतिः | 


(iil) qe कार० 


CC-0. Gurukul Kangri Collection, Haridwar 


(iv) शि० do 


(vil) रूप० 


अग्निः 
(osne R 


YS 


Ui 


(1) qo कार० 
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सुरराजं प्रवक्ष्येऽहमे रावतसमाश्रितम्‌ | 
किरीटकुण्डलधरं भुजद्व यसमन्वितम्‌ ॥ 


कुलिशं दक्षिणे पाणौ वामहस्ते तथोत्पलम | 
दिव्यरत्नविभूपाढ्यं दिव्यचीनांगकैयतम ॥ 
चित्रचामरधारण्यौ स्त्रियौ qmd प्रकल्पयेत | 
सिहासनस्थमथवा लिखेद्‌ गन्धवंसंयुतम्‌ ॥ 
इच्द्राणी वामहस्तस्य लिखेदुत्पलघारिणीम्‌ । 
शुक्लरचतुविषाणो द्विपो महेन्द्रस्य anand च । 
तियंग्ललाटसंस्थं तृतीयमपि लोचनं faga 
चतु दन्ते गजे सक्तः शवेतः कार्यस्सुरेशवरः | 
वामोत्सङ्गता कार्या तस्य भार्या शची नृप !॥ 
नीलवस्त्रा सुवर्णाभा सर्वाभरणवांस्तथा । 
तिर्यललाटकस्थाक्षः कतंव्यश्च विभूषित: ॥ 
शक्रशचतुभू जः कार्यो द्विभुजा च तथा शची। 
पद्माडू_शौ च कर्तव्यौ वामदक्षिणहस्तयोः ॥ 
वामं शचीपृष्ठगतं द्वितीयं वन््रसंयुतम्‌ । 
वामे शच्याः करे कार्या रम्या सन्तानमञ्जरी ॥ 
दक्षिणं पृष्ठविन्यस्तं देवराजस्य कारयेत्‌ | 
वरं qug शौ चैव कुण्डीं धत्ते करेस्तु यः। 
गजारूढः सहस्राक्ष इरः पूर्वेदिशाधिपः | 
वच्मीह वह्निरूपं लु रकतवण चतुभु जम्‌ | 


वरदाभयंहस्तं च oe ००० ॥ 
दाक्तिस्स्यादपरे वामे दक्षिणे त wd "url 


एकाननं त्रिनेत्रं च रक्तकेशोध्वमेव च ॥ 
कृत्वा चाग्निमजारूढं रक्ताभं रक्तलोचनम्‌ | 
शिखाभिरूध्वंगाभिश्च युक्तं शक्तिल्नवं धरम्‌ ॥ 
अर्धचन्द्रासनासीतो ब्रह्मरूपो हुताशनः । 
प्रज्वलत्काञ्चनज्योतिः पिङ्गलः पिङ्गलोचनः ॥ 
हेमकूर्चाग्रसदृशस्वरूपं च RASHA 1 
तरुणादित्यसंकाशं तदवसत्रमुपवीतकम्‌ ॥ 
अक्षमाला च शक्तिश्च दक्षिणेऽक्षिणेपि च। 
ज्वालामालाकुलं तीव्रं पाश्वंस्थं ह्यंशुमण्डलम्‌ ॥ 
मेषारूढं च कुण्डस्थो योगपट्ट न वेष्टितम्‌ | 
दक्षिणे तु स्थिता स्वाहा u 
वह्लेस्स्वरूपं वक्ष्यामि शुद्धकाळ्चनसुप्रममू | 
अर्घचन्द्रासतगतं रक्तवस्त्र विराजितम्‌ ॥ 
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लोहितं वा प्रकुर्वीत बालाकेसमतेजसम | 

युक्तं यज्ञोपवीतेन लम्बकूचेंन शोभितम्‌ ॥ 

मेषपुष्ठस्थितं देवं भुजद्वयसमन्वितम्‌ | 

दक्षिणे चाक्षसूत्रं स्यात्‌ करे वामे कमण्डलुः di 

e स्वाहादेवी कृता Ted ge कुमेन विलोपिता । 
अरुणेरस्बररेभेव्या लेख्या मात्र ? विभूषिता ॥ 

कुण्डस्थो वा प्रकतंव्यो हव्यवाहो विचक्षणैः | 
ज्वालाभिस्सप्तशीर्षेण शोभमानो महाद्युतिः ॥ 

(iv) fao qo we जटाधरं afg TRAS ATAM । 
ज्वालामालाकुलं सौम्यं त्रिनेत्रं इमश्रुधारिणम्‌ ॥ 

चतुर्बाहुं चतुर्दष्ट्रं देवेशं वायुसारथिम्‌ | 

चतुभिशच gêga धूमचिह्वरथे स्थितम्‌ ॥ 
वामोत्सङ्गागता स्वाहा शक्रस्येव शची भवेत्‌ | 

रत्नपात्रकरा देवी बल्लेदेक्षिणहस्तयोः ॥ 

ज्वालात्रिशूले mià त्वक्षमाल्यं च वामके । 


(v) रूप० वरदः शक्तिहस्तश्च समृणालकमण्डलुः । 
ज्वालापुञ्जनिभो देवो मेषारूढो हुताशनः d 
वैवस्वतः यमः द्विभूजः  कृष्णवणंस्तु खङ्गष्लेटकधारिणी । 
(1) अ० आ० करालदंष्टूवदनो रक्तमाल्यानुलेपनः ॥ 
! रक्तवस्त्रधरोग्रश्‍च किरीटमकुटान्वितः | 
दीप्ताग्निसद्शाक्षइच महामहिषवाहनः ॥ 


यमस्त्वेवं हि पाइवेस्थो तमिस्रौ चोग्रवक्‌त्रको । 
चित्रगुप्तः कलिइचंव द्वारपाइ्वे तु संस्थितौ ॥ 
कृष्णर्‍्यामनिभौ तौ च रक्तवस्त्रधरावुभौ | 
पीठपाइ्वस्थितो  मृत्युसंहितो व्युग्रतेजसौ ॥ 
नीललोहितसङ्काशो gto चामरधृते स्त्रियौ । 
पुरतः संस्थितौ विप्रौ धर्माधर्मंसमाह्वयौ ॥ 
यर्मास्सहासनासीनो महिषारोहितहर्ठु वा | 


(ii) go ato TH सुदण्डहस्त॑ तु महिषासनसंस्थिम्‌ | 

करालं कालवर्णं च फलपल्लवपाणिनम्‌ ॥ 

| (गा) पू० का दण्डपाणिर्महादी प्तः कालाञ्जनसमच्छविः | 
| महामहिषिकारूढो दीप्ताग्निसमलो चनः 0 
| (iv) fro Fo , वितृराजं प्रवक्ष्यामि नीलाञ्जनसमच्छविम्‌ | 
दण्डं पाशं gaat प्रदीप्ताग्तिविलोचनम्‌ ॥ 

महामहिषमारूढं सिंहासनमथापि वा | 


मृत्युना चित्रगुप्तेन पाइवंयोरुपशोभितम्‌ ॥ 
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करालेः fme मुरामुरगणैस्तथा । 
amfa: पापिभिदचैव सेव्यमानं निरन्तरम्‌ ॥ 
सजलाम्तरुदसच्छायस्तप्तचामीकराम्बरः 
महिषस्थश्च कर्तव्यस्सर्वाभरणवात्‌ यमः ॥ 
चीलोत्पलाभां धूमोर्णा वामोत्सङ्ग च कारयेतू । 
धूमोर्णा द्विभुजा कार्या यमः कार्यश्‍चतुभु'ज: ॥ 
दण्डखड्गावुभौ कार्यो यमदक्षिणहस्तयोः । 
ज्वाला त्रिशूला कतंव्या त्वक्षमाला च वामके ॥ 
दण्डोपरि मुखं कार्यं ज्वालामालाविभ्रूषणम्‌ | 
धूमोर्णा दक्षिणो हस्तो यमपृष्ठगतो भवेत्‌ ॥ 
वामे तस्याः करे कार्य मातुलुङ्गं सुदर्शनम्‌ । 
पाइवे तु दक्षिणे तस्य चित्रगुप्तं तु कारयेत्‌ ॥ 
आपीच्यवेषं स्वाकारं द्विभुजं सौम्यदर्शनम्‌ । 
दक्षिणे लेखनी तस्य वामे पत्रं तु कारयेत्‌ ॥ 
वामे पाशवरः कार्यः कालो विकटदशन: । 
लेखनीं पुस्त हं धत्ते कुक्कुटं दण्डमेव च। 
महामहिषमारूढो यमः कृष्णाङ्ग {ईरितः ॥ 
निऋतिर्तीलवर्णस्तु faya महातनुः | 
खड्गं दक्षिणहस्तेन वामहस्तेन खेटकम्‌ ॥ 
पीतवस्त्रधरं रौद्रं करालास्यं च दंष्ट्रिणम्‌ | 
सर्वाभरणसंयुक्तं नानापुष्पंरलङ कृतम्‌ ॥ 
दुकूलवसनास्सर्वाः पीनोरुजघनस्तनाः । 
मध्यक्षामातिसौम्याइच किञ्चित्प्रहसिताननाः ॥ 
नानागन्त्रातुलिप्ताङ्खा भद्रपीठोपरिस्थिताः d 


समभङ्गसमायुकतास्प्तसङ्कयाप्सरास्स्म्ृताः ॥ 
अप्सरैश्च समायुक्तो fames विशेषतः । 


qq लेटकसंयुक्तं निऋ तिश्यामवर्णेकम्‌ । 
करालं विकृताकारं सिहारूढं द्विनेत्रकम्‌ ॥ 
राक्षसेशो विशालाक्षः पीतवस्त्रश्शवासतः। 
निऋतिस्सुस्थितासीनः खड्गहस्तो महोज्वल ॥ 
राक्षसं संप्रवक्ष्यामि नैऋते स्थितम्‌ 


नरयानसमारूढं रक्षोमिर्बहुमिर्श्रितम्‌ ॥ 
कालमेघसमाभासं खङ्गलेटकधारिणम्‌ | 
पीतवस्त्रपरीधानं स्वर्णभूषाविभूषितम्‌ ॥ 


विहगाक्षो विवृतास्यः  प्रांशुदंष्ट्रोज्वलानत: | 
अध्वंकेशी खरस्थश्च द्विबाहुर्भीषणातनः ॥ 


कर्णेन कृष्णरक्ताङ्गः इष्णाम्बरधरस्तथा | 
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सर्वाभरणवान्‌ दंष्ट्रास ङ्कैदण्डधरस्तथा ॥ 
भार्याश्चतख्रः कर्तव्या देवी च निऋतिस्तथा । 
कृष्णाङ्गी कृष्णावदना पाशहस्ता तु वामतः ॥ 
खड्गं च खेटकं हस्तैः कत्तिकां वैरिमस्तकम्‌ । 


दंष्ट्राकरालवदनं इवानारूढ्इ्च राक्षसः ॥ 
वरुणश्शुक्लवर्णस्तु द्विभुजः पाशहस्तकः। 
सर्वाभरणसंयुक्तः करण्डमकुटान्वितः ॥ 
पी तवस्त्रधरश्शान्तो महाबलसमस्वितः | 
यज्ञसूत्रसमा युवतो सकरस्थानकासनः ॥ 
qu पाशहस्तं तु शुकलवर्णससप्रभम्‌ । 
अन्यहस्तेन वरदं सर्वाभरणभूषितम्‌ ।। 
agers: पाराहस्तो महाबलः । 
केयूरकुण्डली हारी पीतवासास्सुशोभनः ॥ 


आसीनो वा स्थितो वापि मकरे वरुणस्मृतः । 
सप्तहंसे रथे कार्यो वरुणो यादसां पतिः। 


स्तिग्धवे दूर्यं सं ga: इवेताम्बरधरस्तथां ॥ 
किचित्प्रलस्बजठरो मुक्ताहारविभूषितः । 
सर्वाभरणवान्‌राजन्‌ ! महादेवञ्चतुभु जः ॥ 


वामभागगतं केतुं मकरं तस्य कारयेत्‌ | 
ai तु सुसितं मूध्नि भार्या सर्वाङ्गसुन्दरी ॥ 
वामोत्सङ्गगता कार्या मध्ये तु द्विभुजा नूप! | 
उत्पलं कारथेद्वामे दक्षिणं देवपृष्ठगम्‌ l 


पद्मपाशौ करे कार्यों देवदणिहस्तयोः । 
शङ्खं च रत्नपात्रं च वामयोस्तस्य कारयेत्‌ ॥ 


भागे तु दक्षिणे गङ्गा मकरस्था सचामरा। 
देवी पद्मकरा कार्या चान्द्रगौरी वरानना ॥ 


वांमे तु यमुना कार्या कूमंसंस्था सचामरा। 
नीलोत्पलकरा सौम्या नीळनीरजसन्निभा ॥ 


वरं पाशौ व्यलं कुण्डी हस्तैविभ्रत्क्रमाच्च यः | 
ames: स Heat वरुणः पर्चिमाश्रितः ॥ 
द्विभुजस्तु महावीय्येस्ताम्राक्षी धूम्रसन्तिभः। 
ध्वजं वे दक्षिण हस्ते वामहस्ते तू दण्डधृक्‌ ॥ 
कुञ्चितश्रूयृतो वायुः श्वेताम्बरविभूषितः 
नानांभरणसंयुबेतः केशाढ्यः कंशेस्तु सुविकी णकः ॥ 
सिहासनोपरिष्टात्तु शो घ्र्‍यात्रोत्सुकः स्थितः d 
अनिलं That तु ë ames धृतध्वजम्‌ | 
सव्येऽङ कुशधरं शयामं चात्मानं विधिवतूगतम्‌ ॥ 
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( ९५६ ) 
(ili) To का० कुञ्चितश्रूय्‌ःवा वायुस्ताम्रदृग्‌ धूम्रसन्निमः | 

शङ कुशेन करो वीर्यरशम्तरराम्बरसंग्रतः ॥ 
| , मृगारूढो विधातव्यस्सर्वाभ रणभूषितः | E^ 
(iv) शिल्प०्सं० समीरणं प्रवक्ष्यामि सूत्रहरिणवाहनम्‌ i | 


पीताम्वरधर॑ देवं चित्ररत्नविभुषितम्‌ ॥ 
वरदं दक्षिणं हस्तं बामहस्त॑ पताकया । 
विञ्चाणं कुण्डलोपेतं िरीटवरवारिणम्‌ ॥ 
OB वायुरम्बरवर्ण'स्तु तदाकाराम्बरो भवेत्‌ । 
| काष्ठपूरितच क्रस्तु द्विभूजो खूपसंयुतः ॥ 
| गमनेच्छुर्शिवा भर्या तस्य कार्या च वामतः। 
कार्यो गृहीतचक्राङ्कः कराभ्यां पवनो द्विजः ॥ 
aaa देवी कत्तेव्या शिवा परमसुन्दरी । 
व्यावृतास्यस्तथा कार्यो देवो व्याकुलमूर्धेजः ॥ 
(vi) रूप० qi ध्वजं पताका च कमण्डलुकरर्दधत्‌ | 
quedà हुरिद्वर्णः पवनो वायुदिकूपतिः ॥ 
| घनद: धनदस्सवंयक्षेशस्सर्वाभरणभूषितः | 
| (i) अ० आ० तप्तकाञ्चनसद्धाशो हस्तद्वयसमन्वितः ॥ 
| वरदाभयहस्तश्च गदां वै वामहस्तके । E. 
करण्डमकुटोपेतस्सितवासोत्तरीयकः ॥ 3 
| दक्षभागे agaa प्मनिधिस्तथा । | 
| धनदस्य तु वामे तु देवीं कुर्य्यात्सलक्षणाम्‌ ॥ 
| पद्मपीठोपरिष्टात्तु द्विनेत्रो मेषवाहन; । 
| रताम्व रघरस्सौम्पस्शङ्कपद्मनिधियु त ॥ 
| | agai द्वौ च भूताकारो महाबलौ। | 
| आसीतौ पद्मपीठे तु पद्ममहस्तौ द्विजोत्तम ! ॥ | 
| करण्डमुकुटोपेतो सितावाोत्तरीयको यकर १... 
| (i) go आ० यक्षेशं त गदाहस्तं श्यामरूप oS 
द्विबाहुं रक्तवस्त्राढ्य रक्ताक्ष Cs 
| (ii) qo का० मकुटी कुण्डली हारी ud 
| यक्षराजः gA m तप्त 
| शङ्खपद्मनिधी युक्तो 
{ प्रवक्ष्यामि 
d 


(iv) faro do 


(v) वि० sro 


(vi) रूप० 


SB 


i (i) sro आ० 
i (ii) de आ० 
` (111) go Fto 
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समन्तात्‌ मुह्यकेयु'वतं चित्रकर्मणि लेखयेत्‌ | 
कर्तव्यः पद्मपत्राभो वरदो नरवाहनः। 
चामीकराभो वरदस्सर्वाभरणभुषितः ॥ 
लम्बोदरश्चतुर्बाहुर्वामपिङ्गललोचनः l 
आपीच्यवेषः कवची हारभारी मनोहर: ॥ 
द्वे च दंष्ट्रे मुखे तस्य कर्तव्ये इमश्रुधारिणः | 
वामेन विभवा कार्या मौलिस्तस्पारिमर्दन ! ॥ 
वामोत्सङ्गगता कार्या  वृद्धिदेवी वरप्रदा । 
देवपष्ठगतं पाणि ह्विभुजायास्तु दक्षिणम्‌ ॥ 
रत्नपात्रधरं कुर्याद्वामं रिपुनिषूदन ! । 
गदाशक्ती च कर्तव्ये तस्य दक्षिणहस्तयोः ॥ 
सिहाकेलक्षणं केतं शिविकामपि पादयोः? । 
शङ्खपद्मनिधी कायौ सरूपौ निधिसंस्थितौ ॥ 
शङ्गपद्माञ्जलिक्रात्तं वदनं तस्प TAN: । 


i 


गदानिधी बीजपुरकमण्डलुधरः करे: । 
गजारूढः प्रकर्तव्यः सौम्यो नरवाहनः ॥ 
ईशो वै द्विभूजश्शान्तस्सर्वाभरणभूषितः | 
जटामकुटसंयुक्तश्शुक्लवस्त्र यूतिः स्थितः ॥ 
शुक्लयज्ञोपवीतरच शुक्लपद्मोपरि स्थितः। 
शूलं दक्षिणहस्ते तु कपालं वामहस्तके d 
ईशानं तु agag त्रिनेत्रं तु जटाधरम्‌। 
शूलपाणि वृषारूढं वरदाभयपाणिकम्‌ d 
वृषारूढो महाराजो धवलः पिद्धलेक्षणः। 
न्रिशूलपाणिरीशानस््त्र नेत्रो लोकशङ्कुरः ॥ 
ईशानं संप्रवक्ष्पामि शारदेन्दुसमप्रभम्‌। 
JA वृषभमारूढं वारेन्दुकृतशेख रम्‌. ॥ 
जटामण्डल भूषाढयं लोचनत्रयभूषितम्‌ | 
त्रिशूलपाोण वरदं व्याध्रचर्माम्बरावृतम्‌ ॥ 
मणिकुण्डलभूषाढयं नागयज्ञोपवीतिनम्‌ । 
लिखेदेवंविधं देवं चित्रकं चित्रकोविदः ॥ 
वरं तथा त्रिशूलं च नागेन्द्रबीजपूरकम्‌ | 
fam वृषभारूढ़ ईशानो धवलद्युतिः ॥ 


समाप्त: षष्ठो पटलः 


e 
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एकसिहासनासीनावठ्विन्यावरवरूपिणो | 


दाडिमीपुष्पसङ्काशावु भयौ सोपवीतिनौ ॥ 
फुल्लरक्तोत्पलाक्षौ च पीतखम्वस्त्रधारिणौ | 
नासत्यदस्तनामाचौ जटामकुटधारिणौ ॥ 
करद्वयसमायुक्तौ श्री भूषणवि भूषितौ | 


अभयं दक्षिणं हस्तं पुस्तकं वामहस्तके ॥ 
लम्बितं दक्षिणं पादं वाममुत्कुटिकासनम्‌ | 


देवानां भिषजावेतौ तौ चिकित्साविधायिनौ ॥ 
quis पारवेयोविप्र ! दक्षिणेऽदक्षिणे क्रमात्‌ । 


मृतसञ्जीविनी चैव संज्ञितौ मचारोद्घृतौ ॥ 
पृष्ठे विशल्यकरणी d स्त्रियोपेतपिङ्गलौ | 
वामे धन्वन्तरिश्चैव आत्रेयश्च dat च॥ 
पीतरक्तनिभावेतौ विधेयौ कृष्णावाससौ i 
खडगखेटकहस्तो तौ सर्वाभरणभूषितौ ॥ 
नासत्यक्चव दस्रश्च अठ्विनौ तौ प्रकीतितौ | 
शुक्लवस्त्रधरोष्णीषौ 'पुस्तकाभयपाणिनौ ॥ 
सोत्तरीयौ ge च शुक्लहेमतिभौ तथा | 


उभयौ सोपवीतौ तो चूडामकुटधारिणौ । 
फुल्लरवतोत्पलाक्षी च पीत्रक्‌शुक्लवस्त्रकौ l 
एकसिहासतासीतावस्विनावश्वरूपिणौ 1 
दाडिमीपुष्पसड्भाशावुभौ तौ सोपवीतको ॥ 
फुल्लरक्तोसलाक्षौ च पीतस्रगवस्त्रधरिणी | 
करद्वयसमायुक्तौ श्रीभूषणविभूषितौ ॥ 
aad दक्षिणे हस्ते वरदं वामहस्तके । 


लम्बितं दक्षिणं पादं वाममुत्कुटिकासनम्‌ i 


समाम्बरौ | 
पद्मपत्रसवर्णाभौ dm sr 
द्विभजौ देवभिषजौ केत? वे 


{भरणसम्पन्नौ 
सर्वाभ र्या दिव्या दक्षिणहस्तयोः ॥ 


| 


im _ 
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वामयो: पुस्तके कार्य दर्शनीये तथा qT | 
एकस्य दक्षिणे पावे वामे चान्यस्य यादव! || | 


नारीयुगं Tada सुरूपं चारुदर्शनम | 
तयोश्च नामनी प्रोक्ते रूपसंपत्तथाकृतिः ॥| 
मधूकपुष्पसङ्काशा रूपसंपत्प्रकीतिता | 
asia: कथिता लोके शरकाण्डनिभा तथा ॥ 
रत्नभाण्डकरे कापे द्रशुक्लाम्बरे तथा | 
(vi) we qe सदृशावश्विनाँ कायौ लोकस्य शुभदायकौ । _ 
शुक्लमाल्याम्बरधरौ जाम्बूनदवि भूषितौ ॥ 
यक्षविद्याधराः यक्षविद्याधरादीनां लक्षणं aaa SEAT । 
e द्विभुजं च fart च करण्डमकुटान्वितम्‌ ॥ 


चरणाम्बरसंयुक्त॑ राक्षसाकारवद्‌ भवेत्‌ । 
waaay च पीतं च यक्षाणां वर्णमेव च.॥ 
श्यामरक्तं च पीतं च वर्ण विद्याधरं तथा । 
यक्षविद्याधरादीनां नवतालेन कारयेत्‌ ॥ 
देवस्यानुचरा यक्षा विद्याघराइच भारगाः। 
गानादि योग्यादि गन्धर्वा देवगुल्माननार्थकम्‌ ॥ 
निग्रहा राक्षसा प्रोक्ताश्‍च॑व यक्षे तु भेदकम्‌ । 
यक्षैस्च ATAU सुराणां fagao: ॥ 
स्थानकं चासनं चेव यक्षविद्याधरादीनाम्‌। 
दक्षिणं स्वस्तिकं पादं वामपादं तु कुञ्चितम्‌ ॥ 
चामरादेवृ d हस्तं तं चोर्व्याश्रितमेव वा। 
एवं तु यक्षरूपं स्याद्‌ बिद्याधरमासनान्वितम्‌ ॥ 
पुरत: पष्ठपादौ च लाङ्गलाकारौ एव च। | 
जान्वाश्रितो हस्तो गोपुरोद्धुतहस्तकौ ॥ | 
एवं विद्याधराः प्रोक्ताः सर्वाभरणभूषिताः | 
नृत्तं वा वैष्णवं वापि वैशाखं स्थानक तु वा ॥ 
गीतवीणाविधानैशच गन्धर्वाइचेत्ति कथ्यते । 
चरणं प. समान चोर्ध्वकायं लु नराभम्‌ ॥ 
बदन गरुडभावं बाहुकौ च पक्षयुकतौ। 
"S6 कमलयुक्तं पुष्पच्छायं वर्णम्‌ ॥ 
परितः करुणवीणं किन्नरस्य तु स्वरूपम्‌ ॥ 
धरो sae सोमञ्च आपस्त्वनल एव Ww! 
अनिल: muta प्रभावश्च तथैव च॥ 
नसवरचाष्टकास्त्वेते want द्विबाहवः | 
पीताम्बरधरास्सवें आसीनो वा स्थितोऽपिवा ॥ 


वसव: 
(1) sre आ० 
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(R) 


खड्गखेटकहस्तास्ते सर्वाभरणभूषिताः | 
करण्डमकुटोपेता रोद्रास्स्वे प्रकीतिताः 1 
रो ध्रुवस्तथा सोमस्सावित्रस्त्वनिलोध्नल: | र 
TORT प्रभावशुच सुदंष्ट्रा भीमरूपकाः ॥ a 
खड्गखेटकहस्तास्तु कुञ्यित भ्रूसुलोचना: । 
सर्वाभरणसंयुक्ताश्चित्र वस्त्र धरास्तथा ॥ 
व रक्तवस्त्रधरा: पीताः प्रोक्ता वैवस्वतास्त्विह । 
(iii) qe कार० धरो Tae सोमश्च आपदचैवानिलो5नल: । 
प्रत्यूषश्च प्रभावशच वसवष्चाष्ट एव च॥ 
द्विमुजाशच द्विनेत्रा असिखेटकसंयुताः | 
रक्तवर्णा इमे सर्वे पीतवस्त्रसमान्विताः ॥ 
सर्वाभरणसंयुक्तास्स्निग्धकुन्तलमूर्घजाः I 
(iv) विशव० अथातस्संप्रवक्ष्यामि वसुरूपाणि ते जय ! । 
पद्माक्षमालिके तस्य दक्षवामकरद्वये ॥ 
सीरशक्ती दधानोऽयं धराख्यो वसुरादिमः। 
मालां पुष्करबीजोत्थां चक्रं शाक्ति कमण्डलुम्‌ ॥ 
दक्षाधरादिसिक्येन? यस्य स्युस्स धूवो मत; | 
मुक्ताफलकृता माला TSA शक्तिरङ कुशः dU 
सः वसुः कीतितो वत्स? सोमनामेति वै gu: 
सव्यवामोध्वंगो यस्य करौ स्तरशक्तिसंयुतौ ॥ 
सीराङ कुशान्वितौ चाधः स॒ भवेदापसंज्ञकः P 
d अक्षमालोपवीत्यूध्वे  सृणिशक्‍्तिकरावध: ॥ 
यस्य स्तस्सो$निलास्यस्स्याच्छुभद: पञ्चमो वसु: | 
स्रवाक्षमालिके दक्षे वामे शक्तिकपालभृत्‌ ॥ 
सव्योर्ध्वादिक्रमाद्योऽसौ नलाख्यस्तु वसुस्स्मृतः | 
खड्गाङ कुशधरस्सव्ये शक्तिखेटकरोऽन्यतः ॥ | 
| प्रत्यूषाख्यो agen सप्तमः परिकीतितः। 
सव्ये दण्डकपालोऽसौ वामे तु uf 


(ii Jo आ० 


i 
i 
| 
4 


=<, 


एते सर्वे समाख्याता न 
च सोमश्चापई 
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agani महापद्मो मस्तके क्रष्णञ्ूलधुक्‌ | 
हेमाभश्शङ्कपालस्स्यात्‌ सितरेखाधरो यले ॥ 
कुलिको रकक्‍्तदेहस्तु चन्द्रार्ध कृतमस्तकः | 
द्विजिह्वा बाहुवत्सप्तफणामणिसमन्विताः ॥ 


अक्षसूत्रधरास्सवे कुण्डिकापुच्छसंयुता: । 
एकभोगास्त्रिभोगा वा ह्येतज्जातास्सुतादय: :। 
(11) ao आ? त्रिनेत्रं चतुभू जं सौम्यं रक्ताभं सितवाससम्‌ | 


अभयवरदोपेतं परहस्ते तु. नागधृक्‌ d 
करण्डमकुटोपेतं नागं पञ्चफणान्तवितम्‌ 


सर्वाभरणसंथुक्तं पद्मपीठोपरि स्थितम्‌ ॥ 

(iii) शिल्प० नागानां वक्ष्यते रूपं नाभेरुध्वे नराकृतिः । 
सर्पाकारमधोभागं मस्तके भोगमण्डलस्‌ । 

एकं फणात्रयं वापि पञ्च वा सप्त वा नव |i 

द्विजिह्ला्ते विधातव्याः खड्गचर्मक रयु ताः ॥ 

अप्सरसः रम्भा च विपुला चैव उर्वशी च तिलोत्तमा | 
(1) go आ० मध्यक्षामसमायुक्ताः पीनोरुजघनस्तनाः U 
(11) शिल्प० दुकूलवसनास्सर्वाः पीनोरुजघनस्तनाः d 
मध्ये क्षौवादिवर्णातिसौम्याइच किचित्प्रहसितादनाः ॥ 

नानालङ्कारसंयुक्ता भद्रपीठोपरिस्थिताः । 
समभङ्गसमायुक्तास्सप्तसङ्कधाप्सरो स्मृताः N 

असुराः किरीटकुण्ड लोपेतास्ती ण दंष्ट्र भयानकाः । 
शिल्प? नानाशस्त्रधरा: काक्षा देत्यास्सुरगणद्विष: ॥ 


दानवाः विकृताकारा भ्रकुटीकुटिलानना: | 
करिभेन ? च goa मण्डितारशस्त्रपाणयः d 


दंष्ट्राकरालवदना अकुटीकुटिलेक्षणा: । 
नानारूपा महाकाया नानाशस्त्रधरास्तथा |i 
पिशाचाः . उत्पबंकृशकायास्ते चर्मास्थिस्तायुविग्रहाः | 
झिल्प० ह्रस्वकीणेशिरोजास्स्युः पिशाचार्चित्रकर्मणि ॥ 
वेतालाः ईदृशा एव वैताला दीघंदेहाः कृशोदराः | 
शिल्प० कपोलैः पुर्वेजेयु वता लेखनीया मनीषिभिः ॥ 
र SIS वैदूर्यशकसद्छधाशा? हरितइ्मश्रवोऽपि च। 
To qo रोहिता विकृता रक्‍तलोचना बहुरूपिणः ॥ 
नागैः शिरोरूहालीनैविरागाभरणाम्बराः । 


कार्याः पिशाचा भूताश्च परूषासत्यवादिनः U 
(बहुप्रकारमन्दहा?) विरूपा विकृताननाः | 
EE en घोररूपा विधातव्या sear नाना (सु? यु) घाइच ते ॥ 
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Ao श्रा० 


साध्या: 
qo go 
पितर: 
(i) sro आ० 


(11) सु० आ० 


(iti) fao wo. 
(iv) शिल्प? 
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सुभीमविक्रमा भीमा (:) सद्धा यज्ञोपवीतिनः । 
वर्मभिः शाटिकाचित्रैभू ता: कार्याः सदा बुध: ॥ 
येऽपि नोक्ता विधातव्यास्तेऽपि कार्यानुरूपतः । 


यस्य यस्य च यल्लिङ्गमसुरस्य सुरस्य च ॥ 
यक्षराक्षसयोर्वापि ना (ना?ग) गन्धर्वयोरपि । 


तेन लिङ्गेन कार्यः स यथा साधु विजानता ॥ 
प्रायेण वीर्यवन्तो हि दानवाः क्रूरकमिणः। 
किरीटिनशच कतंब्या विविधायुधपाणयः ॥ 
तेम्योऽपीपत्‌ कनीयांसो दैत्याः कार्या गुर्णरपि । 
दैत्ेम्यःपरिहीणास्तु यक्षाः कार्या मदोत्कटाः ॥ 


- हीनास्तेभ्योऽपि गन्धर्वा गन्धर्वेम्योऽपि पन्नगाः । 


नागेभ्यो राक्षसा हीना: क्रूर (विक्रिमतसूषिणः? )॥ 
विद्याधराइच यक्षेम्यो हीनदेहतराः स्मृताः । 
चित्रमाल्याम्बरधरारिचित्र चर्मासिपाणयः ॥ 
नानावेषधरा घोरा भूतसद्धा भयानकाः। 
पिशाचेभ्यो5धिका: स्थूलास्तेजसा परूषास्तथा |I 
अन्यूनाधिकरूपांदच प्रायशः कुर्वीत्‌ शुभान्‌ । 
मरुद्गणा धूम्रवर्णा द्विभुजात्यन्तसुन्दराः | 


केशभारसमायुक्तास्सर्वाभरणभूषिताः u 
दुकूलवसनास्सर्वे नानापुष्परलड कृताः । 
अभयवरदोपेता टड्कुशूलसमन्विताः ॥ 


स्थातकाः TANS तु शुक्लवस्त्रधराइशु भा: d 


` साध्याः पद्मासनगताः कमण्डल्वक्षसूत्रिण: | 


धमंपुत्रा महात्मानो द्वादशामरपुजिताः ॥ 
पितरः पीतवर्णाभा: वृद्धास्ते  केशबन्थिता: । 
यज्ञसूत्रसमायुक्ता द्विभूजाः श्वेतवाससः ॥ 
नानाभरणसंयुक्‍ता भस्मोद्धूलितविग्रहा: । 
सितदन्तसमायुक्ताः सौम्यदृक्पातनान्विताः ॥ 
फलके wits वा पितरस्तु महात्मनः? । 
वामजावूपरिस्यस्तवामहस्तसमन्विताः u 
सूची दक्षिणहस्ते तु पितरस्त्रय उच्यते? । 
घितापितामहौ चैव प्रपितामह एव च। 
पितरस्स्तूयमानास्तु dui 4 लक्षणं AT 
Amig चत्रदण्डषरास्तथा | 


सुदृढा ; 
शुक्लवस्त्रैः परिच्छिन्ना: कीतिताः पितरस्त्रयः M 
कुशपद्मबिष्टरस्थाः पितरः bp 
वितरः fam: इवेतवाससः | 
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यज्ञसूत्रसमायुक्ता स्सौम्यदृग्वदनान्विताः u 
फलके भद्रपीठे वा त्रयस्तु सहितानना:। 
aa: पीतवर्णास्तु नानावर्णान्वित्ाम्बराः । 


वृद्धाश्च द्विभुजाइ्शान्ता जटामकुटमण्डिताः ॥ 
चिबुकाहूदयान्ताश्च उपवीतसमन्विताः i 
भस्मना च त्रिपुण्डास्यास्स्थानका वासनास्तु वा ॥ 
दण्डं दक्षिणहस्ते तु छत्रं वामकरे धृतम्‌। 
क्षत्रदण्डं विना वापि सव्यं वे ज्ञानमुद्रिका ॥ 
वामजानूपरिन्यस्तवामहस्तसमन्विताः 
मनुस्त्वगस्त्य इत्युवतो वसिष्ठो गौतमस्तथा ॥ 
अङ्गिरासस्या द्विश्वामित्रः भरद्वाज इति स्मृताः । 
एते वे सप्त ऋषयः कीतिताश्च विशेषतः ॥ 
yga वरिष्ठश्च पुलस्त्यः पुलहः क्रतुः । 
काश्यप: कौशिकश्चेव अङ्गिरा मुनयस्त्विमे ॥ 
सुवल्कला जंटायुक्तास्सुमुखा दंशहस्तका: । 


^ कट्यां च मण्डिताकाराइशुक्लवस्त्रध राइशुभाः U 


पिद्गलाइच सुनेत्राइच पत्नयस्सप्त कोतिताः । 


` अगस्त्यश्च पुलस्त्यश्च विश्वामित्रः पराशरः । 


जमदर्निशच वाल्मीको सनत्कुमारश्च सप्त च II 


शुक्लवस्त्रधरास्सर्बे शुक्लयज्ञोपवीतकाः | 
_ शुक्लवस्त्रोत्तरीयाञ्च जटावल्कलसंयुताः ॥ 
कमण्डल्वक्षहस्तारच दीर्घशमश्रुसमन्विताः | 


ऋणीणां लक्षणं वक्ष्ये शास्त्रे संक्षिप्यतेऽधुना ॥ 


` अगस्त्यः' -कारयपशचेव भूगुवंसिष्ठो भार्गवः ॥ 


विश्वामित्रस्तथा भारद्वाजः सप्तर्षयः क्रमात्‌ । 
मानयेत्त्व ङ्गमानकम्‌ ॥ 
काश्यपं चाष्टतालेन मानयेदपि च भृगुम्‌ | 
अन्यथा तऋषिसर्वात्‌ नवतालेन कारयेत्‌ ॥ 
सयामवर्णेमगस्त्यं च काश्यपं पीतवर्णकम्‌ | 


` भृगुं च कृष्णवर्णं कुर्याद्‌ वसिष्ठं रक्तवर्णकम्‌ ॥ 


भागंवं पिङ्गलाभं स्याद्‌ विश्वामित्रं च रक्तकम्‌ | 
भरद्वाजं च हारिद्रं वर्णमेवं क्रमाद्‌ विदुः ॥ 
द्विभुजं च द्विनेत्रं च जटाजूटेन मण्डितम्‌ । 
पीताम्बरधरं चैव सर्वेषामपि मुनीनाम्‌ ॥ 
कुब्जाकारं बृहत्कुक्षि कषायं पूर्णशोभितम्‌ | 


` ग्रगस्त्यं चवेति प्रोकतमन्यं चवेति पौरुषम्‌ ॥ 


D 
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भवताः 
HITTO 


{ 


दिशाः 
fao Fo 
ज्वरः 
fao wo 
वेदाः ^ 
fao fo 


MEAT ar 
fao qo pe 


- सामवेदस्तथा विष्णु: 
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-सर्वेषामपि मुनीनां यज्ञसूत्रोत्तरीयक: | 


दण्दं च सव्यहस्तेन वामहस्तेन पुस्तकम्‌ ॥ 
अथवा यष्टिं विना सव्ये हस्तौ सदृशौ मुनीनाम्‌ । 
अथवाराष्यवलुर्यादामनं स्थानकं तु aT HI 
अधुना वक्ष्यते स्वभक्तानां लक्षणं क्रमात्‌ । 
पाद॑ agai प्रोक्तं तद्वशान्मानं गृह्यते ॥ 
प्रथमं सालोक्यमथ द्वितीयं सामीप्यमुच्यते । 


* साप्यं च तृतीयं स्यात्सायुज्यं तु चतुर्थकम्‌ ॥ 


भक्तिज्ञानं चः वेराग्ययुक्तं सालोक्य्रमी£ तम्‌ d 
ज्ञानं amaiga सामीप्यमिति कथ्यते ॥ 
केवलं ध्यानसंयुक्‍्तं सारूप्यमिति निञ्चयम्‌ । 
शुद्धज्ञानसमायुवतं सायुज्यं ` ` परमार्थवत्‌ ii 
उत्तमनवतालेन्‌ सालोक्याङ्गं प्रभीयते A 
अधमदशतालेन सामीप्याद च निमितम्‌ ॥ 
मध्यमदशतालेत सारूप्यं मानयेत्सुधी: । 
उत्तमदशतालेत सायुज्यं कथितं gå: 
अर्थः कार्यस्तु रूपेण धतदस्थ महात्मनः | 
कामदेवस्तु . कतंव्यो ख्पेणाप्रतिमो भुवि॥ 
अष्टबाहुः ' स कतंव्यः MgA: d 
चापबाणकरश्चेव मदादञ्चितलोचनः I 
रतिः प्रीतिस्तथा शकतिमंदशक्तिस्तथोज्ञ्वला | 


चतस्नस्तस्य कतंव्याः पत्यो रूपमनोहुराः d 


` केतुश्च मकर: कार्य: पळ्ववाणमुखो महान्‌ । 


करेण कटिगेताय निद्रा वामेत कारयेत्‌ dU 
दक्षिणं तु तथा Ted तस्याः TET भवेत्‌ | 
वामुदेवस्तया वामे मेकानेशा तथा सुतः । 


कालः करालवदनः PANA विभीषणः । 


qaga Tia: सर्पवृश्चिकरो मवान्‌ ॥ 
ज्वरात्त्रिपाद: कतंव्यस्त्रिनेत्रवं दर स्त्रिभिः d 
'भस्मप्रहरणो द्रस्त्रिबाहुर्व्याकुलेक्षण: ॥ 
qang mia: कि तु श्ववदनः प्रभु: । 


- अथवा देवरूपेण वेदः कार्या विचक्षणः 


वेदस्तु वासवः] 
कऋग्वेदस्तु स्मृतो ब्रह्मा AMA 
w angam भवेत्‌ ॥ 


शिक्षा प्रजापतिर्जेया कल्पो ब्रह्मा प्रकीतितः | 
सरस्वती व्याकरणं pe वर्णः m 
gal. क्षितिस्तथे warata: 
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मीमांसा भगवान्सोमो न्यायमार्ग: समीरण: ॥ 

धर्मश्च धर्मशास्त्राणि पुराणं च तथा मनुः। 

इतिहासं प्रजाध्यक्षो धनुर्वेदं शतक्रतुः ॥ 

आयुर्वेदस्तथा साक्षाद्देवो धन्वन्तरिः प्रभुः । 

फलवेदं महीदेवी नृत्यशास्त्रं महेश्वरः ॥ 

WU: पाञ्चरात्रं रुद्रः पाशुपतं तथा । 

पातञ्जलमनन्तश्च diens कपिलो मुनिः ॥ 

अर्थशास्त्राण सर्वाणि धनाध्यक्षः प्रकोतितः d 

कलाशास्त्राणि सर्वाणि कामदेवो जगद्युरु: di 

अन्याति यानि शास्त्राणि यत्कतृ णि प्रचक्षते । 

स चेव देवता तस्य शास्त्रकाव्यस्व देहवत्‌ ॥ 
धमंज्ञानवे राग्यादयः धर्मस्य रूपनिर्माणं ज्ञानस्य च परन्तप | 
fao qo वैराग्यस्य च धर्मज्ञ ajada Y बद ॥ 
चतुवंकत्रश्चतृष्पादरचतुर्बाहुस्सिता म्ब र: I 

सर्वाभरणवाञ्छवेतो धर्मः कार्यो विजानता ॥ 

दक्षिणे चाक्षमालां च तस्य वामे तु पुस्तकम्‌ । 

मूतिमान्व्यवसायस्तु कार्यो दक्षिणभागः |i 

8d वामभागगत: कार्य: सुखः परमरूपवान्‌। 
t3 कार्यों धर्मकरौ मूध्नि विन्यस्तो च तथा तयो: । 
; ्रक्षमाला स्मृतः कालः पुस्तकं चागमं स्मृतम्‌ | 
यज्ञः सत्यं तपोदानं तस्य वकृत्रचतुष्टयम ॥ 
देशकालौ तथा शौचं शृद्धिश्चास्य भुजःस्मृतः । 
श्रुतिः स्मृतिः सदाचारः स्वस्य च प्रियमात्मनः N 
तस्य देवस्य धर्मज्ञ ज्ञेयं पादचतुष्टयम्‌ । 
सत्त्वाविकत्वाच छकलस्तु ज्ञानवासइच कतियते | 
अथवा चास्य कर्तव्याः पर्न्यश्चेव चतुदश । 
3 कातिर्लक्ष्मी धु fatar पुष्टि: श्रद्धा क्रिया मति: ॥ 
eee बुद्धिलंज्जा वपुरश्ान्तिः सिद्धिस्तुष्टिञ्चतदंशी 1 
e दाराण्येतानि धर्मस्य सर्व्वाणि कथितानि ते ॥ 
कार्याः सख्या द्विभुजाइच सर्वास्तेजोन्वितास्ताइच सुभूषणारच | 
fea स्याद्यदि चैक एव भार्यान्वितश्चेदथवोपदिष्ट: 11 


E 'नीलोत्पलाभं गगनं दद्वर्णाम्बरधारिणम्‌ | 


EE 


ततो वृत्तं महाभुज । 
। चतुरस्रं ततो भवेत्‌ ॥ 
च मेरुवत्संस्थित तत: । 


~ 


fao do 


LEDDENE 
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सम्भवरचतुरत्न॑ तु मध्यभागं प्रकीतितम्‌ ॥ 
भद्रपीठं ततो भागं तत्र पद्मं निवेशयेत । 


शुभाष्टपत्रं तन्मध्ये कणिकायां दिवाकरम्‌ ॥ 


पत्रेषु कल्पथेत्तत्र दिक्पालांश्च यथादिशम्‌ । ` 


भद्रपीठमधस्तात्तु पृथ्वीं परिकल्पयेत्‌ ॥ 


अन्तरिक्षं तथा स्तम्भमूर्ध्वंभागं ` ततो विदुः । ` 


तत्र सन्निहिताः सर्वे भवन्ति त्रिदशोत्तमाः ॥ 
सवंदेवमय व्योम कथितं ते महाभूज। 
तस्य सम्पूजनं कृत्वा सर्वान्कामानवाप्नुयात्‌ ॥ 
ऐड्करूपनिर्माणं श्रृणुष्व गदतो मम। 
ऐड्कपूजनात्पूजा कृतास्य जगतो भवेत्‌ ॥ 
भद्रपीठं बुधः कुर्यात्सोपांनः शोभनैयु तम्‌ । 


चतुभिर्यादवश्रेष्ठ यथादिशमरिन्दम्‌ i 


तस्योपरिष्टादपरं भद्रपीठं तु कारयेत्‌ । 
तस्योपरिष्टादपर' तादृग्विधमरिन्दम्‌ ॥ 
तस्योपरिष्टात्कतंव्यं feed — विजानता a 
ad तत्रापि कर्त्तव्यं लिद्धरेखाविराजितम्‌ ॥ 
तस्य मध्ये ध्रुवां यष्टिं चतुरस्रां तु कारयेत्‌ | 
तस्योपरिष्टात्कतँव्या भूमिकास्तु त्रयोदश ॥ 


तस्योपरिष्टात्कतं व्यं तथैवामलतारकम्‌ d 
तस्योपरि पुनर्यष्टिः कार्या राजन्सुवलु ला ॥ 
समाध चन्द्रमध्यस्य चन्द्रकेण विराजिता । 


भूमिका या मया प्रोक्ता तर्थैवामलतारकम्‌ ॥ 
भुवनास्ते त्वया ज्ञेयास्तथा राजंदचतुदेश । 
लिङ्गे महेश्वरो देवो वृत्ता यष्टिः पितामह: ॥ 
चतुरस्रा तु या यष्टिः स च देतो जनार्दनः 
गुणरूपेण विज्ञेये भद्रपीठत्रयं तथा। 


गुणाधातमितिप्रोक्तं त्रैलोक्यं सचराचरम्‌ । | 


अधस्ताद्भ वनानां तु लिङ्गोपरि तथा ees uw 


लोकपालारच कतव्या RAJIN । 


विरूढो धृतराष्ट्रश्च विरूपाक्षश्च 
gu महातेजाः gia 


सर्वे कवचिनः कार्याः शुभानरणभूषिताः ॥ 


विरूपाक्षं विजानीहि श 1णंश्वरम्‌ । 
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उष्टमो पटलः 
जैन-प्रतिमा-लक्षएं बोड-प्रतिमा-लचएऽच 


अ, जेन-प्रतिमा-लक्षणम्‌ 


जिनस्वरूपम्‌ asi रूपमापत्नं विइवरूपं जगत्प्रभूम्‌। 
शि० रत्ना० केवलं magisa वीतरागं faa n 
| द्विभूजञ्चँकवक्‌त्रञच बद्धपक्यासनस्थितम्‌। 


; लीयमानपरब्रह्मजिनमूतिजगद्गुरूम्‌ ॥ 
जिनेइंराणां सामाच्यलाज्छनानि दिव्यतर: सुरपुष्पसुवृष्टिदु न्ुभिरासनयोजनघोषौ । 

l आतपवारण-चामर-युभ्मे यस्य विभाति च मन्डलतेजः ।। 
अशोकवृक्षः सुरपुष्पवृष्टिदिव्यध्वनिश्चामरमासनञ्च । 
भामण्डलं दुन्दरिभिरातपत्रं सत्प्रातिहार्याणि जिनेशवराणाम्‌ ॥ 

जैनलक्षणम्‌ | ^. सुगतरजेनकादीनां लक्षणं मानपुर्वंकम्‌ | 
(iy मान० ^ ` -स्थावरं . जङ्गमं चेव लक्षणं वक्ष्यतेऽधुना | 

(007 ` ` द्विभुजं च द्विनेत्र च मुण्डतारं च शीर्षकम्‌ ॥ 
ऋजुस्थानकसंयुबतं तथा चासनमेव च। 
AMSA ऋज्वाकारं स्याल्लम्बहस्तद्वयं तथा ॥ 
आसनं च द्विपादौ च पद्मासनं तु संयुतम्‌ d 
"WDR च ऋजुभावं योगं तत्परमात्कम्‌ d! 
सव्यापसव्यह्स्तं च मूलोर्ध्वोमुखं करौ। 
स्थानकं चासनं वापि सिंहासनोपरि न्यसेत्‌ ॥ 
उपरे तु fag कुर्यान्मकरतोरणं भवेत्‌ । 
aged कल्पवृक्षः स्यात्सगजेन्द्रपरैः सह॥ 

- नारदादीन्‌ ऋषीन्देवान्देवाङ्गनाभिः सह सेवितान्‌। 
यक्षविद्याधराद्ैशच चकत्रमन्यत्र भूपतीन्‌ ui 
नागेन्द्रादीन्‌ च दिकूपालान्यक्षैच सह सेवितान्‌ | 
यक्षयक्षेश्वरौ पाश्वे चामरोद्वृतसेवितान्‌ ॥ 

i) FARR . चतुत्र॑यान्तरीक्षे तु तस्याधो जिनदेवतान्‌ । 

Pa s स्फटिकश्वेतरक्तं च पीतश्यामनिभ॑ तथा ॥ 
po ` RARA सुगन्धश्च जिनं चाहं तु पाइवंकम्‌ । 

: एतत्पञ्चपरमेष्टी (वर्ण) पञ्चबेर यथाक्रममु ॥ 
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उत्तमं दशतालेन Barg: संह मानयेत । 
' चतुविंशतितीर्थान्‌ दशतालेन कारयेत्‌ ॥ 
निराभरणसर्वाङ्गं निर्वस्वाङ्गं मनोहरम्‌ । 
सर्ववक्षःस्थले. हेमवर्णं श्रीवत्सलाञ्चनम्‌ ॥ Ec: 
द्वारे चण्डं महाचण्डं कुर्यात्सव्यापसब्पके l ; 
एवं तु जिनमित्युक्तं शेषमागमत उक्तवत्‌ ॥। 


(ii) qo sie आजानुलुम्बवाहु: श्रीत्साङ्कः प्रशान्तमूतिश्च । 
दिगूवासास्तलुणो रूपवांइच कार्योऽहँतां देवः ॥ 

(ii) We सा० de. . अथ fari जिनेन्द्रस्य कतंव्यं लक्षणान्वितम्‌ । 
ऋज्वायतसुसंस्थातं तरुणाद्भदिगम्बरम्‌ ॥ 

श्रीवत्समूषितो रस्कं जानुप्राप्तकराग्रजम्‌ | 5 

जिनाङ्भ_लप्रमाणेन साष्टाद्ग,लशतायतम्‌ ॥ z 

कक्षादिरोमहीनाङ्गं इमश्रृशेषविवञ्जितम्‌ | 3 

à ' ऊर्ध्वप्रलम्बकं दत्वा समाप्त्यन्तं च धारयेत्‌ ॥ E 

अ. २४ तीर्थङ्कुराः digit प्रवक्ष्यामि चतुर्विशतिसंख्यकान्‌ | ee 
नामवर्णलाउछनार्थ देवीयक्षादिकक्रमम्‌ ॥ 
ऋ षभश्चाजित््चंव संभवश्चाभिनन्दनः | 
सुमतिः पञ्चप्रभश्च सुपार्श्वः सप्रभो मतः | 
चन्द्रप्रभश्च सुविधिः शीतलो दशमो मतः | 
श्रेयांचसो वासुपूज्यच विमलोऽनन्तसंज्ञकः |i 
धर्मः शान्ति: कुन्थुररो मल्लिनाथस्तर्थव च । 
मुनिस्तथा सुब्रतरच नमिश्चारिष्टनेमिकः ॥ 
पाइवेनाथो वर्धमानरचतुविशतिरहुताम्‌ | 


अ० go 


तेषां वर्णाः चन्द्रप्रभः पुष्पदन्तः श्वेतौ वै क्रौञ्चसंम्भवौ? 
CERT पद्मप्रभो धर्मनाथो रक्तोत्पलनिभौ मतो । 
j| RTI BIRT Ai 
yu — सुपार्श्वः TATTA हरिद्वणौं प्रकीतितौ 
| नेमिरच व्यामवर्ण: स्यान्नीलो मल्लिः प्रकीतितः 
शेषा: षोडश सम्प्रोक्त।स्तप्तकाञ्चनसमप्र 
Ki वर्णानि कथितान्यग्रे लज्छतानि ततः 
E लाञ्छ्नानि agi गजाश्वकपय : 
| uet द्रो मकरश्रीवत्सो गण्डको 
शूकरः शशादनश्च 
नन्द्यावर्तश्च ` 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


( २७२ ) 


Š ead नरदत्ता मनोवेगा कालिका ज्वालमालिका di 
E 4 हैः 3 ` महाकाली मानवी च गौरी गान्धारिका तथा । 
; विराटा तारिका चैवानन्तागतिशच मानसी ॥ 

महामानसी च जया विजया चापराजिता। 
बहुरूपा च चामुण्डाऽम्बिका पद्मावती तथा ॥ 
सिद्धायिकेति देव्यस्तु चतुविंशतिरहेताम्‌ । 
,चक्रेश्‍वरी Japar द्वादशभूजा चक्राण्यष्टौ ETARA | 
मातुलिज्भाभये चैव तथा पदझासनाऽपि च ॥ 
गरुडोपरिसंस्था च aaa हेमर्वाणका। 


——— PO 


कर्मस्था च महाकाली सर्वशान्तिप्रदायिनी ॥ 

चतुभु.जा श्यामवर्णा पाशाङ कुशफलं वरम्‌ | 
सूकरोपरिसंस्था च मानवी चार्थदाथिनी ॥ f 

| UTS RMT: कनकाभा चतुभूजा । 
PITE V; सा कृष्णहरिणारूढा कार्या गौरी च शान्तिदा ॥। 
करद्वये पद्मफले नक्रारढा तथव च। 
श्यामवर्णा प्रकत्तेव्या गान्धारी नामिका भवेत्‌ ॥ 
` श्यामवर्णा षड्भुजा al वरदौ खड्गखेटको । 


रोहिणी. | ages स्वेतवर्णा शङ्कचकाभयवरा। | 
| लोहासना च कतंव्या रथारूढा च रोहिणी ! | 
-प्रज्ञावती प्रज्ञावती इवेतवर्णा षड्भुजा चेव संश्षुता ॥ | 
अभयवरदफल--चन्द्रा: परशुरुत्पलम्‌ tl | 
'वज्रश्रृङ्कला नागपाशाक्षकलक्ं वरदं हंसवाहिनी । | 
. च्तुभु जा तर्थेवोक्ता विख्याता वजशद्धला ॥ | 
qur ; चतुभु जा चक्रवज्र--फलानि वरदं तथा | 
Epis! ३वेतहस्तिसमारूढा कत्त॑व्या नरदत्तिका ॥ 
'मनोवेगा ,  चतुवर्णा स्वर्णवर्णाऽशनिचक्रफलं वरम्‌। | 
E अश्ववाहनसंस्था च मनोवेगा तु कामदा |i | 
कालिका. | कृष्णा&टबा हुस्त्रिशूल--पाशाड कुशधनुःशरा । | 
Cae चक्राभयवरदाशच महिषस्था च कालिका ॥ | 
ज्वालामालिनी . HOTT MGM जा घण्टा त्रिशुलं च फलं वरम्‌ । | 
pr 1 | पद्मासना वृषारूढा कामदा ज्वालमालिनी ॥ | 
महाकाली agia कृष्णवर्णा वज्रगदावराभया: d i | 


PE 


स्वर्ण 
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महामानसी 
जया 


विजया 


अपराजिता 


बहुरूपा 


` चामुण्डा 


अम्बिका 


पद्मावती 


सिद्धायिका 


स, २४ शासनदेवा: 


(यक्षाः) 


' वृषवकतर: 


महायक्ष: 


faga: 
' चतुराननतुम्बुरु 


EXE 


( २७३ ) 


चतुभु जा सुवर्णाभा शरः शाङ्खं च वज्रकम 1. 


चक्र महामानसी स्यात्‌ पक्षिराजोपरिस्थिता ॥ 
TAIA पाशाड झो फलं च वरदो जया। 
कनकाभा पड्भुजा च कृष्णशुकरसंस्थिता ॥ 
fazaa चतुर्बाहव॑ ज्चक्रफलोरगा: | 
तेजोवती स्वर्णवर्णा नाम्रा सा विजया मता ॥ 
खड्गखेटो फलवरौ warrant चतुभु जा | 
शान्तिदाऽष्टापदस्था च विख्याता ह्यपराजिता ॥ 
द्विभुजा स्वर्णवर्णा च खडगखेटकधारिणी। 
सर्पासता च कर्तव्या बहुरूपा सुखावहा ॥ 
रक्ताभाष्टभूजा शूल-खड्गो मुद्गरपाशको | 
quid उमर्वक्षौ चामुण्डा मर्कटासना ॥ 
हरिद्वर्णा सिहसंस्था द्विभुजा च फलं वरम्‌ । 
पुत्रेणोपास्यमाना च सुतोत्सद्भा तथाऽम्बिका 1 
TUS Mt पद्मवरे रक्तवर्णा चतुभु जा | 
पद्मासना कुक्कुटस्था ख्याता पद्मावतीति च ॥ 
द्विभुजा कनकाभा च पुस्तकं चाभयं तथा 
सिद्धायिका तु कतंव्या भद्रासनसमन्विता । 
वृषवकूत्रो म हायक्ष स्त्रिमुखश्चलुरानन: | 
तुम्बुरुः कुसुमाख्यश्व मातङ्गो विजयस्तथा ni 
जयो ब्रह्मा feats: कुमारश्च तथेव च। 
पण्मुखः पातालयक्षः किन्नरो गरुडस्तथा ॥ 
Taia यक्षेशः कुवेरो वरुणस्तथा | 
भृकुटिश्चैव गोमेधः पार्श्वो मातङ्ग एव च॥ 
यक्षाइचतुरविशतिकाः ऋषभा देर्येथाक्रमम्‌ । 
भेदाइच भुजशस्त्राणां कथयामि समासतः ॥ 
वराक्षसूत्रे पाशश्च मातुलिङ्गं चतुभ्‌ ज: d 
इवेतवर्णो वृषमुखो वृषभासनसंस्थितः॥ 
ञ्यामोऽष्टबाहुहस्तिस्यो वरदाभयमुद्गराः d 
्रक्षपाशाङ्क शाः शक्तिर्मातुलिङ्गं तथव च ॥ 
मयूरस्थस्त्रिनेत्रत्च॒ त्रिवकूत्रः श्यामवणंकः । 
परङ्वक्षगदाचक्रशङ्का TAT षड्भुजः ॥ 
नागपाशवजाडू शा हंसस्थरचतु रानन८ | 
हौ adi फलवरदौ तुम्बुरुगरुडासन: ॥ 
कुसुमाख्यो गदाक्षौ च द्विभुजो मृगसंस्थितः | 
मातङ्गः स्याद्‌ गदापाशौ द्विभुजो मेषवाहन: ॥ 


CC-0. Gurukul Kangri Collection, Haridwar 
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ks ( २७४ ) 
विजयजयौ पशु पाशाभयवरांः कपोते विजयः स्थित: । | 
शक्तयक्षफलवरदा जयः कूर्मासनस्थितः ॥ | 
E. ब्रह्मयक्षेशो पाशाङ्कूशाभयवरा ब्रह्मा स्याद्धसवाहनः | E 
त्रिशूलाक्षफलवरा यक्षेट्श्वेतो वृषस्थितः ॥ | 
1 कुमारषष्मुखौ धनुर्बाणफलवराः कुमारः शिखिवाहनः । 1 
3 षण्मुखः षड्भुजो वस्त्रो धनुर्बाणौ फलं वर: ॥ 
| किन्नरपतालो किन्नरेश: पाशाङ्कूशो aga फलं वर: | | 
qaaa Ware sp धवुर्बाणौ फलं वरः ॥ 
गरुडगन्धवों qarg शफलवरा गरुड:स्थाच्छुकासनः d | 
5: j पद्माभयफलवरा गन्धर्वः स्याच्छुंकासनः ॥ | 
Y यक्षेशकुबेरो यक्षेट्‌ खरस्थो वज्ारि agat: फलं वर: | | 
dm qa anata uz सिहे agga: | 
cm वरुणभुकुटी mg agaaa ह्यपां पतिः । | 
Rs शूलशक्ति वञ्रखेटा ? डमरुभू कृटिस्तथा ॥ | 
or qud: पाश्वों धतुर्बाण ys मुद्गरश्‍च फलं वर: | 
ajer: श्यामवर्णः कर्तव्यः शान्तिमिच्छता ॥ 
मातङ्गः फलं वरोऽथ द्विभुजो मातङ्गो हस्तिसंस्थितः | 
गोमेधः १... e ehm see cee ००० rem ००० ९९१९ १९९ ००० १९९ ९०१०१ | | 
यक्षाइचतुविशतिकास्तथष HESSE क्रमात्‌ । 
लाञ्छनानि . चामरेन्द्रच्छत्रत्रयमशोकः पुष्पवर्षणम्‌ ॥ 


जञानं घ्वजास्तथा यक्षदेवीनां लाञ्छलानि च। 

टि०-जेतानाममि सम्प्रदाये दशदिग्पालानां (इन्द्र-अर्नि-थम-नित्ऋईति-वरुण-वायु- 
कुबेर-ईशान-पातालाधीश्व रनागदेव-ऊर्ध्वलोकाधीश्वरब्रह्म-देवेत्यादी नाम्‌ ) व-ग्रहाणांँ, 
सरस्वत्याः योगिनीनाञ्चापि लक्षणानि प्रायेण ब्राह्मणप्रतिमा-लक्षणेस्सह समानान्येवात 
- विस्तरेणालम्‌ । परं विद्यादेवीनां (श्रुतदेवीनां वा) क्षेत्रपालस्य च लक्षणं दीयते । तथाहि 
षोडशविद्या देव्य प्रथमा रोहिणी ज्ञेया प्रज्ञप्तिवेज्जश्द्भला । 
शि० एस नामानि वज्ाडू शी समाख्याता चक्रेशवरी तथैव हि॥ 
i मे नरदत्ता च काली च महाकाली च गौरिका | 
गान्धारी च महाज्वाला विज्ञातव्या च मानवी ॥ 
वेरोट्याच्छप्तिका चैव मानसी महामानसी | 
इमाष्षोडशसंस्याका विद्यादेव्यः शुभप्रदाः N 
सुरभिवाहनारूढा गौरवर्णा तु रोहिणी। 
अक्षबाणधनुःलड्गसमन्वित चतुष्करा ॥ 


" 3 IATA Ü 
\ 


| 
| 
| 
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( २७५ ) 
४, वज्राडूशी TATE शी गजारूढा कनकाभा ACA ST | 
वरदं qum TSG sew मातुलिद्धकम्‌ ॥ 
५. चक्रेश्‍वरी गरूडस्था तडिद्वर्णाऽप्रतिचक्रा AJAT d 
चक्रेश्‍वरीति या ख्याता चक्रयुक्तचतुष्करा ॥ | 
६. नरदत्ता नरदत्ता च हेमाभा महिषीवाहनस्थिता। | 
वरदखड्गसंगुक्‍ता खेटकमातुलिङ्गिका । | 
७. काली काली तु कष्णवर्णा स्यात्पद्मासना ACA जा d 
अक्षमूत्रगदावज्राउभययुवतचतुष्करा ॥ 
८. महाकाली महाकाली तमालाभा पुरुषवाहनस्थिता । 
अक्षसूत्रं तथा. TA धत्तेऽभयञ्च घंटिकाम्‌ ॥ 
९ गौरी गोरी कनकवर्णाभा गोधावाहनसंस्थिता । 
j वरदमूसलाक्षाब्जसमन्वितचतुष्करा ॥ 
१०, गान्धारी गान्धारी नीलवर्णा च कमलासनसंस्थिता । 
q.d मूसलं वञ्त्रमभयञ्चेव विश्रती॥ 
११, महाज्वाला मार्जारवाहना नित्यं ज्वालोद्भासिकरद्वया । 
झशाङ्कुधवला ज्वाळा देवी भद्रं ददातु न: ॥ 
१२. मानवी मोनवी इ्यामवर्णा च कमलस्था AJAT 
वरदपाशशाखाक्षसूत्रालङ कृतहस्तका u i 
१३. वेरोट्या वैरोट्या श्यामवर्णा चाजगरासनसंस्थिता | | 


सव्ये खडगोरगो धत्ते वामे खेटकपन्नगों ॥ 


१४. अच्छ प्ता अच्छप्ता च तडिद्वर्णा तुरङ्कवाहनस्थिता । 


खड्गवाणधनुः खेटविभूषितचतुभु जा ul 

१५. मानसी मानसी धवलाभा च हंसवाहनसंस्थिता । 
वरदवज्त्रवज्तराक्षवलयान्वितबाहुका ॥ i 
१६. महामानसी सिहासनसमासीना धवला महामातसी। | 
वरासिखेटकेयु wr कुण्डया चव DES ! 
क्षेत्रपाल: नमः क्षेत्रप्रालाय कृऽणगौरकाञ्चनधूसरकपिलवर्णाय विशतिभज- E 


दण्डाय बर्बरकेशाय जटाजूटमण्डिताय वासुकी क्ृतजिनोपवीताय तक्षककृत- 
मेखलाय शेषक्रतहाराय नानायुधहस्ताय सिहचर्मावरणाय प्रेतासनाय 
am च । 

कुक्कुरवाहनाय त्रिलो E $ 
(ii) fomo क्षेत्रपाल कषेत्रानुरूपनामार्न SHTHAUI बर्बरकेशमावृत्तपिङ्गनयनं विकुतदष्टं 
पाढुकाधिरूढं नग्न कामचारिणं षड्भुज मुद्गरपाहडमरूकान्वितदक्षिण- 

वानाडू ART डिकायुतवामपाणिं श्रीमद्भगवतो दक्षिणपाइव 


(i) ato दि० 


पाणिं ३ 

ईशानाश्रितं दक्षिणाशामुखमेव प्रतिष्ठाप्यम्‌ । 
णिभद्रक्ष ढक्का शूलसुदामपाशा ङ्क Vast: | 
मना uc त्वत्करषट्कं युक्तं भात्यायुधव्गेः d 


टि०--जैनानां शान्तिदेव्यः कल्पना विलक्षणेव-- 


शान्ती देवी श्री चतुविधसंघस्य शासनोन्तिकारिणी । 
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(i) 30 Fo शिवशान्तिकरी इयात्‌ श्रीमती शान्तिदेवतां t 
(ii) शान्तिदेवतां savant कमलासनां चतुभु जां वरदाक्षसूतरयुवतदक्षिण- 
करां कुण्डिकाकमण्डल्वन्वितवामकराम्‌ । | 
जिनायतनम्‌ 
Ho go १२१ जिनालयं प्रवक्ष्यामि जिनेन्द्रभवनं तथा । 
आश्रयन्ति ततो दिव्या जिनशासनपारगाः ॥ 
जिनेन्द्रस्य तथा यक्षा देव्यश्च जिनमातृकाः | 
i तीर्थङ्कराणां सर्वेषामतीतानामवतिनाम्‌ ॥ 
i केवल्यूषभदेवाद्या: पद्मनाभादितः PHT । 
पृथक्‌ चतुविंशतिर्वे जिनानां वा द्वासप्ततिः ॥ 
जन्मनिष्क्रमणस्थानज्ञाननिर्वाणभ्नूसिषु l 
अन्येषु पुण्यदेशेषु नदीकूले ATTN 
ग्रामादिसन्निवेशेषु समुद्रपुलिनेषु च । 
अन्येषु वा मनोज्ञेषु कारयेज्जिनमन्दिरम्‌ ॥ 
शि० रत्ना जिनायतने जिनमूरतीनां स्थापनक्रमः 
नेमिश्च मल्लिनाथश्‍च बीरो वैराग्यकारकाः | 
T त्रयो d मन्दिरे स्थाप्या शुभदा: न गृहे मता: ॥ 
ऋषभादिजिनपंवितः स्थाप्या दक्षिणतः सदा । 
चतृविंशजिनालये सर्वस्मिन्सृष्टिमार्गतः n 
चतुविंशतिपथकूत्वे जिनानां च द्वासप्ततिः | 
मुलनायको भवेद्यस्तु तस्य स्थाने सरस्वती ॥ 
जिनालये जिनं कूर्यादन्ते कुर्यात्सरस्वतीम्‌ | 
सरस्वती fmia  ह्यन्योन्यवरोधकम्‌ ॥ 
| जिनेन्द्रस्याष्टौ प्रतीहरा: 
« अग Jo २२० इन्द्र इन्द्रजयश्चेव महेन्द्रो विजयेन्द्रकः । 
p धरणेद्ध: पद्यकरच सुनाभः सुरदुन्दुभि: Ti 
इत्यष्टो च प्रतीहाराः वीतरागादिशान्तिदा: । 
Tarma कथयिष्याम्यनुक्रमम्‌ ॥ 
$ फल AMIS शौ दण्ड इन्द्रोऽसव्ये इन्द्रजय: । | 
- हो aut फलदण्डौ च महेन्द्रोऽसव्ये विजयः? d 
तदाथुधयोगो era स्त्रिपञचाइवफणा मताः । 
NUR: Wea सर्वे शान्तिकराः स्मृताः di 
यक्षर्पाधिकाराइच निधिहस्ता: शुभोदराः । 
सवं शान्तिप्रदावेवं सुनाभः सुरदुन्दुभिः ॥ 
ees च जिनेन्द्रस्य प्रतीहाराइच शान्तिदा: | 
पुरे ग्रामे सर्वविध्नप्राणाशनाः d 


D 
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ब. वोद्ध-प्रतिमा-लक्षणम्‌ 
बुद्धा: बुद्धशक्तयः बोधिसत्वाइच 


प्चध्यानिवुद्धानामाविर्भाव:--चक्षुर्वरोचनो बुद्धो श्रवणो aaa । 
प्राणच naig पद्मनतश्वरो मुखम्‌ ॥ 
कायः श्रीहेरूको राजा TARIA मानसम्‌ | 

पञ्चव्यानिबुद्धाः जितो वेरोचणो ख्यातो रत्नसंभव एंव च। 

अमिताभामोघसिद्धिरक्षोभ्यइच . प्रकीतिताः ॥ 
वर्णाः अमीषां सितः पीतो रक्तो हरितमेचकौ । 
वोध्यग्री--वरदो-ध्यानं मुद्रा अभय-भू स्पृशी ॥ 

१. अमिताभ:--अ० सं०-पशिचिमे दले रविमण्डलोपरि रक्त-ह्लीः-कारसम्भूतो रक्त 
वण्णोऽमिताभः पद्मचिन्हसमाधियुद्राधर: संज्ञास्कन्धस्वभावो `` "`" ग्रीष्मतु रूपःश्राम्लरस- 
शरीरः तवर्गात्मा '** `` जापमन्त्रश्चायं ओं आः आरोलिक हुम्‌ । 

२. अक्षोभ्यः--अ० सं०-तील-हुं-कारनिष्पण्णद्विभूज एकमुखो भूस्पशंमुद्राघरो TA- 
qig praag:  सुविदुद्ववमेधातुविज्ञानस्कन्धस्वभाव: ५० शिश रमध्याह्न- 
कटुश्रुति-आकाशशब्दचवर्गो ब्रा: वज्रधृक्‌ हुम्‌' अस्य जापमन्त्रः | 

३. वैरोचनः-अ० सं०-ओंकारजः शुक्लवर्णः वेरोचनः गुक्लचक्रिन्हः वोध्य- 
्रीमुद्राधरः रूपस्कन्धस्वभावः ` हेमन्तऋतुविश्युद्धः मधुरसशरीरः कवर्गव्यापी t ओं आः 
जिनजिक g इत्यस्य जपमन्त्र: | 

- ४, अमोघसिद्धि:---अ० सं०-उत्तरदले श्यामखंकारजः (इयामवर्ण्णोऽमोघसिद्धिः विश्व 
वज्रचिन्हाभयमुद्राधरो संस्कारस्क्रन्धस्वभावो वर्षा-ऋतु-रूप: ) “` “४ तिक्तरसात्मकः पव- 
गंविशुद्ध: अस्य मन्त्र:--ओं आ: प्रज्ञाधूक्‌ हुमिति d 

५. रत्नसंभवः-अ० सं०-दक्षिणदले सूर्यमण्डलोपरि त्रां-कारजः पीतवर्णो रत्नसम्भवो 

रत्तचिन्हवरदमुद्राधरो वेदतास्वभावपिशुनशरीर:*-*““वसस्तऋतु-लबणशरीर: तवगंव्यापी 


६. वज्त्रसत्वोऽपि-अ० सं>--वज प्रत्वस्तु हुंकारजन्मा `" `" द्विभुज एकवक्त्रो वज्त्र- 
JAWA: मनस्स्वभाव काषायरसशरीरः शरद्‌-ऋतु-विशुद्धः यरलवाद्यात्मकः | 
| feo १~ध्यानिबुद्धाः दिव्यबुद्धाः आदिबुद्धा वा सन्ति, तेषां दिव्यबुद्धशक्तिषु- 

१-वज्रवात्वीर'री १-लोचता ३-मामकी ४-पाण्डरा ५--जआय॑तारा 
६-वज्त्रसत्वात्मिकेति षण्णां ध्यानिबुद्धानां दिव्यशक्त4स्संकीत्य॑न्ते | 

feo २-दिव्यवोधिसत्वेषु च १-सामन्तभब्रः २-वज्रपाणिः ३-रत्नपाणिः 
४--विश्वपाणि: ६-घण्टापाणिश्चेति यथाक्रमं षण्णां घ्यानिबुद्धानां बोधिसत्वाः व्यपदि्यन्ते | 
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fro ३--मातुषबुद्धेषु--- १-विपश्यिन्‌ | Shu DERN ४-करंकुच्छन्दे: 
५-कनकमुनिः TRAIT: ७--शाक्यसिहरचेति सप्ताना विशेषतो परिसंख्यानम्‌ । 
तत्रान्तिमस्य लक्षणं यथा साधनमालायां-- 

गौतम बुद्ध:-सव्यकरेण भुस्पर्शमुद्रा उत्सङ्गस्थितावसव्यहर्तं कापायवस्त्रावगुण्ठनं 
नीलगौररक्तशयामचतुरम्मारोपरि विइवपद्मवञ्त्रावस्थितं शान्तं HAMAS AAT ATT AT i 
तस्य भगवतो दक्षिणे मैत्रेयवोधिसत्वं गौरं fasi जटामुकुटिनं सव्यकरेण चामरत्न- 
धारिणं अवसव्येन तागक्रेशरपुष्पच्छटाधारिणम्‌ । तथा वामतो लोकेश्वरं शुक्लं दक्षिण 
करेण चामरधरं वामकरेण कमलधरम्‌ | भगवन्मुखावलोकनपरी च तौ भावयेत्‌ । 


fro v— मातुषबुद्धशक्तिषु--१--विपश्यन्ती २-शिखिमालिवी ३--विश्वधरा 
४-ककुद्दती ५कण्ठमालिनी ६--महिधरा ७-पशोधरा चेति यथासंख्यं 
मानुषबुद्धानां शक्‍तयस्सत्ति | 

fo ५-मानुषबोधिसत्वेषु- १-महामतिः २-रत्नधरः ३-आकाशगञ्जः 
४-शकमङ्गलः YPT:  ६-धर्मधरः ७-आनन्दशचेति यथासंख्यं 
मानुषबुद्धाना बोधिसत्वाइच विभावनीयाः । 

भावीबुद्धो मैत्रेय:-पीत-'मे'-कारपरिणतं विशवकमलस्थितं त्रिमुखं चतुभू जं कृष्ण- 
ुक्ल-दक्षिण-वाम-मुखं सुवर्णगौरं सत्वपर्थ्किनं व्याख्यानमुद्रावरकरद्वयम्‌ अपरदक्षिणवाम- 
भुजाभ्यां वरदपुष्पितनागकेशरमञ्जरीष रं नानालङ्कारधरम्‌ आत्मानं 
मत्रेयरूपमा लम्ब्य'"* | 


सवंतन्त्रस्वतन्त्रः मञ्जुश्री: बोधिसत्वः--तस्य चतुर्दशरूपाणि 


अमित।विर्भावौ--१. वाक्‌-द्विभुजँकमुखं सितं वज्रयय॑द्भोपरि समाधिमुद्राहस्तम्‌ 
अशेषङुमाराभरणभूषितं पञ्चचीरकं मञ्जुश्री भट्टारक ` निष्पाद्य''----वञ्र जिह्लोपरि बुद्धम्‌ 
अमिताभ विचिन्त्य onn ओं वावयेदन्नम: इति जापमंत्र: । 


२-धमंधातुवागीस्वरशच-अष्टभुजं चतुमु खं मुलमुखं रक्तगौरं दक्षिणं HS AST 
पर्चिमं quu, उत्तरं पीतरक्तं, द्वाभ्यां हस्ताभ्यां धनुर्बाणधरम्‌, अपराम्यां 
पाशाद्भ, शधर, पुनरपराभ्यां प्रज्ञापारमितापुस्तकखड्गधरं, तथापराभ्यां घण्टावज्धधरं 
महारागश्ृङ्गा ररसोज्ञ्वलं ललितासनस्थं 


विद्वपद्मचन्दे दिव्यवस्त्राभरणममिताभः 
जटामुकुटिनम्‌ ''* *** l 


अक्षोम्याविर्भावेष-३-मञ्जुषोषः-मञ्जुघोषरूपम्‌ आत्मानं पश्येत सिहस्थं कतकः 
TAT सर्वालङ्कारभूषितं व्याख्यानमुद्राव्यग्रकरं वामपाइवे उत्पलधरमक्षोभ्यमुकुटितम्‌ 
दक्षिणे सुधनकुमारं वामे यमान्तकं पश्येत्‌ `` + मंत्रं जपेत्‌ 'ओं वागीश्वर मु: बा > 


४. सिद्धैकवीर:--सिद्धेकवीरो भगवान्‌ चद्धमण्डलस्थ: चन्द्रोपाश्रयो जगदुद्योतकारी 
द्विभुज एकमुख: ped pei दिव्मालद्कारशुषितः पठ्जचीरकशेखरो वामे नीलो- 
त्पलधरो दक्षिणे वरद: | ततश्च भगवतो मौलौ अक्षोम्यं देवत्यः पजा कुन्ति । 
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५. TANG AGM yaar पीतवर्ण षड्भृजं मूलभुजाभ्यां आकर्ण- 
पूरितरक्तोत्पलकणिकाशरयुक्तकुसुमधनुद्धरं दक्षिणद्वयेन खङ्गदर्पणभृतं वामयुगालेनेन्दी 
वररक्ताशोकपुष्पपल्लवधरम्‌ अक्षोभ्याधिष्ठितजटामुकुटिनं प्रत्यालीढपदं षोडशवर्षाकारं 
महाश्रद्खारमूति TAT । 

६. नामसङ्गीतिः-रक्तगौरं पद्मचन्द्रोपरि वज्पर्य्यङ्कुनिषण्णं प्रथममुखं रकतं दक्षिणं 
नीलं वामे शुक्लम्‌ इति त्रिमुखं हस्तचतुष्टयेन यथायोगं प्रज्ञाख ड़गधनुर्वाणयोगिनं रत्न- 
किरीटितं द्वात्रिशल्लक्षणाशीत्यनुव्यञ्चविराजितं कुमारं कुमाराभरणभूषित्मात्मानं 
विभोव्या eene तदनु सब्वंतथागताभिषेकपूर्व्वंकमक्षो म्यमौलिनपरात्मानं विचिन्तयेत्‌ | 

पञ्चध्यानिबुद्वसमष्टयाविभविषु-७. वागीशवरः-पञ्चवी रैकशेखरं कुमारं सर्वाभरण- 
भूषितं कुड कुमारुणं वामेनोत्पलं दक्षिणेन लीलया स्थितं सिंहासनस्थमात्मानं कुमारूपेण 
चिन्तयेत्‌ "`` `" at वागीशवर मुः । 

८. मञ्जुवरः-तप्तकाञ्चनाभं पञ्चवीरकुमारं धमंचक्रमुद्रासमायुक्तं SAT- 
पारमिवान्वितनीलोत्पलधारिणं सिंहस्थं ललितक्षेपं सर्वालङ्कारभूषितं ओं मञ्जुवर हुम्‌ । 

९. मञ्जुवज्त्रः कुड कुमा रुणपंमूत्ति्नीलसितत्रयानन: l 

भुजद्दयसम। र्लिष्टस्वाभविद्याधरास्यघृक्‌ " 
खड्गबाणभूजर्चापनी लोत्पलपरिग्रह: | 
विशवदलाब्जचन्द्रस्थो वज्त्रासनशङिप्रभः T 

१०. मञ्जुकुमारः-मञ्जुकुमारं त्रिमुखं षड्भुजं कुद्धू मारूणं नीलसितदक्षिणेतर- 
वदनं सत्त्वपर्यद्धिनं खड्गबाणवरदं दक्षिणकरत्रयं, प्रज्ञापारमितापुस्तकनीलोत्पल- 
चापवद्वामकरत्रयं सश्युद्धारकुमा राभरणनिवसनादिक नानापुष्पमधाशोभचीरत्रयविराजितं 
तथागतपरमानुपरिघटितं 7 

स्वतन्त्राविर्भावेषु--१ १. अपरचनः-वामकरकलितपुस्तकं तदितरहस्तविन्यस्त प्रज्ञा i 
पञ्चरत्नालड कृतमकुटं आकुञ्चितपचञ्चीरं वन्धूककान्तिवसनयुगलं यथायथमुचितस्थान- 
निवेशितरुचिर श्वृंगा राभरणं स्मितस्फुरन्‌कपोलस्थलं शरदश्रवृन्दमिवेकत्र इतावस्थानमन्ध- 
कारचकितमिव पुञ्जीकृतमालोकयेत्‌ । 

१२. स्थिरचक्रः-स्फुरदमलमिन्दीवरं मुः काराषिष्ठितकिञ्जल्कं विचिन्त्य तत्परिणतं c 
gu माभं पञ्चचीरं कुमाराभरणं parte S ania OAT 
चन्द्रस्थं घ्यायात्‌ | uae 
१३. वादिराटू- स्वच्छं षोडशवत्सराकृतिधरं ae लपृष्ठस्थितं 

j व्याख्याव्याकुलपाणिपड्ययुगलं 
ae नापि न चापि खव्वेमसमं 
रत्तस्वर्णमणिप्रक।रविविधालङ्कारमाल 

१४, मञ्जुनाथः ` 
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बोधिसत्वः अवलोकितेश्वर: लोकेश्वरो वा--नस्य पञ्चदशरूपाणि 

१. षडक्षरी लोकेश्वरः-आत्मातं लोकेश्वररूपं सर्व्वाल ड्कारभूषितं शुबलवर्ण pisi 
वामतः पद्मधरं दक्षिणतो अक्षसूत्रधरं, अपराभ्यां garat हृदि संपुटाञजलिस्थितं घ्यायात्‌ । 
दक्षिणे मणिधरं तद्वव भूजान्वितं पद्मान्तरोपरिस्थम्‌ वामे qua अपरपद्मस्थां षडक्षरी- 
महाविद्याम्‌ | 

v. सिंहनादः-श्वेतं जटामकुटिनं faxa द्विभुजं तपसिविवेषधरं महाराजलीलया 
स्थितं वामहस्तादुत्थितपद्योपरि ज्वलदूध्व॑खड्गं दक्षिणे सितत्रिशूलं सितफणिवेष्टितं 
वामे नानासुगन्धिपुष्पैः पूर्णं शवेतकपालम्‌ अमिताभमुकुटिनं स्फुरतूपञ्चतथागतं महानिम्माण- 
रूपिणं घ्यायात्‌ | 

` ३. खसरपंणः-आत्मानं भगवन्तं ध्यायात्‌ हिमकरकोटिकिरणावदातं देहमुरूजटा- 

मुकुटममिताभशेखरं विशवनलिननिषण्णं शशिमण्डले अद्धपर्य्ये ङ्कूतिषण्णं सकलाल द्कारधरः 
विग्रहं स्मेरमुखं द्विरष्टवषंदेशीयं दक्षिणे वरदकरं वामकरेण सनालकमलवर PT- 
बिगलत्पीयूषधाराभ्यवहाररसिकं तदधः समारोपितोध्वं मुं महाकुक्षिमतिकृशमति- 
शितिवर्ण सूचीमुखं तर्पयन्तं श्रीमत्पोतलकाचलोदरतिवासिनं करुणास्तिग्धविलोकनं 
WMATA पासितमतिशान्तं नानालक्षणालङः कृतम्‌ | 

तस्य पुरतस्तारा दक्षिणपावे सुधनकुमारः | तत्र तारा श्यामा वामकरविधृतं सनाल- 
मुत्पलं दक्षिणकरेण विकाशयन्ती नानालङ्कारवती अभिनवयोवनोऱ्द्रिचकुचभारा | 
सुधततकुमारश्च कृताञ्जलिपुटः HABANA: कुमाररूपधारी वामकक्षविन्यस्तपुस्तकः 
सकलालङ्कारवान्‌ । 

पर्चिमे waa हयग्रीव उत्तरे तत्र म्रकुटी चतुभु जा हेमप्रभा जटाकलापिनी 
वामे त्रिदण्डीकमण्डलुधारिहस्ता दक्षिणे वन्दनाभिनयाक्षसुत्रधरकरा त्रिनेत्रा | हयग्रीवो 
रक्तवण्ण: Gamat ऊध्वेज्वलत्पिद्धलकेश: भूजगयज्ञोपवीती कपिलतरब्मश्रुश्रेणी- 
परिचितमुखमण्डलः xaqaq लत्नितेत्रः भ्रकुटीकुटिलभूक: व्याघ्र चर्म्माम्बरः दण्डायुथः 
दक्षिणकरेण वन्दनाभितयी | एते सब्ब एव स्वनायकाननप्रेरितदृष्टयो यथाशोभमवस्थिता- 
Raada: 


४. लोकनाथ: पूवं वत्‌ . क्रमयोगेन लोकनाथं शशिप्रभम्‌ । 
ह्लीकाराक्षरसंभूतं जटामुकुटमण्डितम्‌ | 
वज्त्रधम्मंजठान्तःस्थं अशेषरोगनाशनम्‌ । 


वरदं दक्षिणे हस्ते वामे पद्मथरं ` तथा ॥ 

ललिलाक्षेपसंस्थं तु महासौम्यं प्रभास्वरम्‌ । 

वरदोत्पलकरा सौम्या तारा दक्षिणत: स्थिता |i 

वन्दनादण्डहस्तस्तु हृयग्रीवोऽथ वामतः । 

$ रक्तवर्णो महारौद्रो व्याध्रचर्म्माम्बरप्रियः ॥ 

५. हालाहलः . . ह्लीकारबीजनिष्पन्नं हालाहलं महाक्ृपम्‌ । 
त्रिनेत्रं त्रिमुखं चैव जटामुकुटमण्डितम्‌ ॥ 


CC-0. Gurukul Kangri Collection, Haridwar 


| 
| 
i 
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प्रथमास्यं सितं नीलदक्षिणं वामलोहितम्‌ । 
Tg at मूध्नि कपालकृतशेखरम्‌ ॥ 
जटान्तःस्थनिनं सम्यक्‌ सर्व्वाभरणभ्नूषितम्‌ | 
सितारविन्दनिर्भासं शृंगार रससुन्दरम्‌ di 
षड्भुजं स्मेरवक्त्रं च व्याध्रच्म्माम्बरप्रियंम्‌ | 
वरदं दक्षिणे पाणौ द्वितीये चाक्षमालिकम्‌ ॥ 
तृतीये शरनत्तेनं च वामे चापधरं . तथा d 
द्वितीये Rai च तृतीये स्तनमेव च॥ ` 
६.(अ) पद्मनत्तेरवरः-पद्मनर्त्तेशवराम्नायेनार्य्यावलोकितेश्वरभट्टारकमात्मानं विभाव- | 
येत्‌ एकमुखम्‌ श्रष्टादशभुजमद्धंपय्येड्धिनं अमिताभजटाजूटमण्डलं, सर्व्वेकरैविश्वपद्मः 
धारिणम्‌, _योगिनीवृन्दपरिवृतं, दक्षिणवामपारवंस्थिततारासुधनश्रकुटीहृयग्रींवं, दिव्याः | 
लङ्कारभूषणम्‌ | | 
(ब) पद्मनत्तेश्वरमात्मानं भावयेत्‌ सत्वपर्य्यंङ्कनिषप्णं द्विभुजकमुखं र्तं | 
सकलालङ्कारधरम्‌ अमिताभमकुटं वामपार्श्वे पाण्डरवासिनीसमाहिलष्टमू भालिद्धूना- 
भिनयस्थितवामभुजेन रक्तपद्मधरं नर्त्तताभिनयेन सूचीमुद्रया विकाशदपरदक्षिणकरम्‌ । 
(स) madai रक्तवर्णमेकमुखं जटामुकुटिनं त्रिनेत्रमष्टभुजं सर्व्वालङ्कारभ्ूषितं 
सपेयज्ञोपवीतमद्धपर्य्यड्ून ताण्डवं । प्रथमभुजद्ठयेन नृत्याभिनयं द्वितीयदक्षिणभुजेन हृदि 
विकाशयन्तं सुची मुद्रां वामभुजेन रक्‍तपद्मं शिरसि धृतं तृतीयभुजद्वयेन वज्त्रवद्ण्डत्रिशूल- 
घरं चतुर्थ भुजद्दयेन अक्षसूत्रकुण्डिकाधरं अष्टदेवीपरिवृ तम्‌ एवंभूतं पद्मनत्तेरवरलोकनाथ 


भावयेत्‌ | 

७. हरिहरिहरिवाहनो:ड्ूव:--हरि हरिहरिवाहनोडू व॑ भगवन्तमार्य्यावलोकितेदवरं 
सर्व्वा ज्रशुक्लं जटामकुटिनं शान्तवेशं, दक्षिणकरेण भगवत्तं तथागतं साक्षिणं कुव्व॑न्तं, द्वितीयेन 
अक्षमालाधारिणं, तृतीयेत दुःकुहुकं लोकमुपदेशयन्तं, ama दण्डधरं, द्वितीयेन कृष्णा- 
जिनधरं; तृतीयेन कमण्डलुधर, सिंहगरुड़विष्णुस्कन्धसंस्थितमात्मानं ध्यात्वा ... ... ... eel 
त्रैलोक्यवशङ्करः--लोकेरवरं सर्व्वाङ्गमहारागरक्तमेकमुखं द्विभुजं त्रिनेत्र wer 


ए, 
मकुटमण्डितं वज्त्राङ्कितपाशा ङ्कः. शहस्तं waa | वज्त्रप्यं ङ्कूनिषण्णं लि aa 
विभूषितमात्मानं विचिन्त्य ... E zc Es : iu 

९. (अ) रक्‍तलोकेश्‍वर:---दक्षिणोत्तरपार्गर्वे ताराभूकुटीदेवीढयसहितम्‌ ae 
लोकितेश्वरभट्वारक॑ रक्तवणं रक्तमाल्याम्ब रानुलेपनं qarg AGATA चतुभु जं 
म्घुंगारैकरसं रकतकुसुसयिताशोकतरो रघस्तादवस्थितमात्मान विचिन्तयेत्‌ .. Ec 


(ब) रक्तवण्णेम्‌ अमिताभगर्भेजटामुकुटधरं वामकरगृहीतरक्तपञ्नं तच्च दक्षिणकरेण _ 


विकासयन्तं विविधालङ्कारभूषितम्‌ | र jes pH ke > 

१०. मायाजालक्रमः--भगवन्तमार्य्यावलोकितेश्वरं कृष्णवणं po qimadi 
स्थितं एञ्चमुखं त्रिनेत्र द्वादशभुजं सितरक्तदक्षिणमुखद्वयं तथा पीतहरितवाममुखद्वयं afart- 
भुजैः SHEILA GATS .शपाशवञ्जशरधरं - वामभुजस्तज्जर्त रीकपालरक्तकंमलमणिचंक्र - 


in 
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चापधरं : दंष्टाकरालसकेलवदनं षग्मुदरोपेतं साद्रमुण्डमालालङङृतशरीरं नग्नं io 
सुन्दरमात्मानं झटिति प्रत्याकलय्य... - ` 5 e c ae 
११ नीलकण्ठः--भगवन्तं पीतवर्णम्‌ अर्धचन्द्रा ङ्कितजटामङुटिनम्‌ Cd 
हार प्रदेश रकतपद्मोपरिस्थितं कृष्णसारहरिणचम्मंणि वज्रमभि समाविमुद्रोपरि 
नावारत्नपरिपूर्णकपालधारिणं एणेयचम्मंकृतयज्ञोपवीतिनं व्याघ्रचम्मम्बिरधरं निराभरणं 
नीलकण्ठ नीलगुलिकाविदिष्टकण्ठं mid परस्पराभिसम्बद्धपु च्छ्समणिफणाविदिष्ट- 
गवदवलोकनपरोध्वमुखकृष्णसपंद्दयोपललक्षितमात्मानमेवं विभावयेत्‌ | 
१२३ ुगातिसन्दशषेनः--सुगतिसन्दर्शनलोकेस्वरभट्टरकं शुक्लवर्ण षड्मुजं  वरदाभयाक्ष- 
मालाधरं दक्षिणे, वामे पद्मकुण्डीत्रिदण्डीधर च रत्नाभरणभूषितं ब्रतसूत्रधारिणं जटामुकुटिनं 
पद्मोपरि चन्द्रमण्डलस्थितं सौम्यरूपं भावयेत्‌ । १ | 
१३. ्रेतसम्तपितः--जटामुकुटिनं षड्भुजं प्रथमभुजद्वयेन वरदौ दितीयभुजद्वयेन 
रत्नपुस्त को - तृती य भुजद्वये अक्षमालात्रिदण्डिकं सर्व्वालङ्कारभूषितं ब्रताक्षसुत्रधारिणं 
सोम्यमूर्ति पद्मोपरि चन्द्रमण्डले स्थितं श्‍वेतवर्ण विभावयेत्‌ । 


१४. सुखावतीलो०-त्रिमुखश्श्वेतवर्णः षड्भुजः दक्षे मुद्राः शरक्षेपजपमालावरदानि,; 


वासेषु. धनुः्कमलतारोरूसमर्पणानि ललितासन: कमलोपरि वत्त्रताराविशवतारा- 
पद्मताराभि: परिवृतः | उपरि चैत्यः । 


he AST: a सितं रक्तवर्णं तु पद्मरागसमद्युतिम्‌।, 
a. उन्चबुद्धमुकु टधरं हर्षेणोत्फुल्ललो चनम्‌ ॥ 


O वामतो स्पद्ध॑या नालं घृत्वा षोडशपत्रकम्‌ । 

पद्मं विकाशयन्तं च हृदि दक्षिणपाणिना ॥ 

PERT ` मयूरोपरि मध्यस्थे निषण्णं चन्द्रमण्डले 
PES Ibm ` सत्त्वपर्यं Sansa संश्चृ ्गाररसोत्सवम्‌ ॥ 
नही भा . चेत्यान्तःस्थमहाकम्मंकूटा|गारविहारिणम्‌ l 
र WEBER वजधर्म्माग्रथं नित्यं बोधिमवाप्नुयात्‌ ॥ 

E अमिताभाविभाव ष्‌--देवौ देव्यशच i 
. १. सहाबल:--महाबलंमेकमुखं चतुभ्‌'जंसर्व्वङ्गरक्तमृध्वेपिङ्गल सर्प्यावबद्धकेशं 
दक्षिणभुजाम्यां सितदण्डसितचामरधरं वामभुजाभ्यां वन्दनाभिनयसपाशतज्जंनीकरं 
व्याप्नच॒म्म॑ निवसन सर्पाभरणं प्रत्यालीढं दंष्ट्राकरालवर 

मुकुटिनं ध्यायात्‌ ।. 


pe P7 ~ सप्तशतिक 1 3 F 4 3 
R हयग्रीव:--रवतवर्ण महाभयानक त्रिनेत्रं PAAIE बृहदुदर 


दंष्ट्राकरालिनं दन्तौष्ठकपालमालिंनं जंटामुकुटिनम्‌ अमिताभशिरस्क॑ द्वितीयमुखं भीमः 


भयानक नीलं ' हयाननं हीहीकारनादिनं ब्रह्माण्डशिखराक्रान्तं, ` द्वितीयेन भवाग्रपर्य्यन्तं 
अष्टनागोपेतं खव्वेवामनाकारं 
त्ज्जयन्तं गृहीतवञ्त्रदण्डं ... - a 


"Regest (1) शुक्ला--आत्मानं भगवतीमक्षसूतोत्पलामृतकुण्डीं सव्यासव्यपाणिभ्यां- ` 
दवा Maral erp gestr: वीणादिषोडदादेवीभिरभिषिवताम्‌ अमिताभविर' 
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( ९८३ ) 
राजितनानापुष्पोपशोभितजटामुकुटां श्यंगारादिरसोपेतां किज्यित्सव्यपाणिपल्लवस्थाक्षसूतर- 
मालोकामानां क्षी राम्भोधिश्वेतवर्णाब्जस्थाममृताङ्कोपरि सत्त्वपर्य्यङ्कासनस्थां कडू णंकेयूर- 
कुण्डलनूपुरमुक्ताहारदिव्यवस्त्रादिविभूषितां नीलानन्तबद्धकेशीं . पीयूषवर्णवासुकिकृतहारों 
रकक्‍ततक्षककृतकर्णोग्रकुण्डलां दुर्व्वाश्यामककर्कोटककृतयज्ञोपवीतां . शुक्लपद्मनागेन्त्रकृतहारां 
मृणालवर्णमहापद्मकृतनूपूरां पीतशङ्कपालकृतकङ्कणां धूमाश्रवत्कुलिककृतकेबरां शभ्रवर्णा 
स्रवदमृतविग्रहां करुणाद्रचित्तां भावयेत्‌ | í spy ही 

(11) तारोद्भवा-रक्तवर्णा रक्तपद्मचन्द्रासनां रक्तपट्टांशुकोत्तरीयां रक्तप्रभावलयां 
रक्तताटड्कूकिरीटिनीं चतुभु जां सव्ये अभयप्रदां द्वितीये समापुरितशरां वामे रत्नचापधरां 
द्वितीये रक्तोत्पलधराम्‌ अमिताभतथागतमुकुटां कुरुकुल्लपव्वंतगुहास्थितराहुमस्तकस्थित- 
सपत्वीककामदेवोपरिस्थितां श्वुगाररसान्वितप्रथमयौवनोपेतां कुरुकुल्लां भावयेत्‌ | 

(ii) उड्डियानकु०-द्विरष्टवर्षाकारां ज्वलत्िद्गलोद्धंमूद्धंजां पञ्चकपालशिरोधरां 
शवारूढां मुण्डमालालङ कृता राम्‌ अरद्धपरय्यं ङ्कनाटयस्थाम्‌ ईषह॑ष्ट्राकरालवदनां ललज्जिह्वां 
चक्रीकुण्डलकण्ठिकाकेग्रुरमेखलानू पुरकृतभूषणां व्याघ्र चम्मनिवसनां चलद्रक्तवतु लचापारो- 
पितत्रिनेत्रामू अमिताभनाथमुकुटीं चतुभू जाम्‌ आकर्ण पूरितरक्तोत्पलकलिकाशर्‌ पूरितरक्तकु- 
सुमधवुद्धेरां शेषद्वि भुजाभ्यां र्तपुष्पकृताङ्क श रक्तोत्लधारिणीं विचिन्तयेत्‌ | 

(iv) अष्टभुजा-कुरुकुल्लां भगवतीं अष्टभुजां रक्तवर्णा खताष्टदलपद्यसुर्य्ये 
qarighan कूटागारमध्यनिवासिनीं प्रथमकरद्वयेन त्रैलोक्यविजयमुद्रावरां 
अवशिष्टदक्षिणकरैः अङ्कु शम्‌ आकर्णपूतिशरं वरदमुद्रां दधानां, परिशिष्टवामभुजः पाशं 
चापम्‌ उत्पलं दधानां सकलालङ्कारवतीं भावयेत्‌ | Geass प्रसन्नतारां दक्षिणदले तिष्पन्न- 
तारां पश्चिमदले जयतारां उत्तरदले कर्णताराम्‌ ऐशानदले चुन्दाम्‌ आग्नेग्रदले अपराजितां 
नैऋत्यदले प्रदीपतारां वायव्यदले गौरीतारां च ध्यायात्‌ । एताश्च सर्व्वा रक्तवर्णाः 
पञ्चतथागतमुकुट्यः वज्रपय्यैद्धुनिषण्णा दक्षिणभुजाम्यां वरदमुद्राऽक्णेपुरितशरधराः वाम- 
भुजाभ्यां उलचापधराः, पृव्वंद्वारे वज्त्रवेतालीं लम्बोदरां विकृतमुखी रक्तवर्णाम्‌ अक्षोभ्य- 
मुकुटां दक्षिणहस्ताभ्यां तज्जन्यद्धू AIT वामकराभ्यां वञ्रघण्टापाशधराम्‌, दक्षिणद्वारे 
अपराजितां पीतवर्णा रत्नसम्भवमुकुटां दक्षिणहस्ताभ्यां दण्डाङ्क,शधरां वामहस्ताम्यां 
घण्टायाशधराम, परिचमद्वारे एकजटां कृष्णवर्णाम्‌ ऊर्ध्वकेशां लम्बोदरां दन्तावष्टब्धौष्ठाम्‌ 
अमिताभमुकुटां दक्षिणकराम्यां वञ्जाङ्कू.शधरां वामकराभ्यां घण्टापाशधराम्‌, उत्तरद्वारे 


qani 'कनकइयामां अमोघसिद्धिमुकुटां . विकृतमुखीं लम्बोदरां दक्षिणभुजास्यां 
Weng शधरां वामभुजाम्यां घण्टापाशधरां चिन्तयेत्‌ । एताश्‍चतस्र आलीढपदस्था: d 

v. भूकुटी-चतुभु जैकमुखीं पीतां faai नवयोवनां वरदाक्षसूत्रदक्षिणकरां, 
त्रिदण्डिकमण्डलुधरवामकराम्‌ अमिताभमुद्रितां पद्मचन्द्रासनस्थां भगवतीं घ्यात्वा d 

4. महासितवती-महासितवती Aga जैकमुखी रक्ता दक्षिणभुजद्वये अक्षसूत्रवरद- 
वती वामभजद्दये qur weise रुस्तकवती होंबीजा अमिताभमुकुटी अद्धेपर्‍ये ङक- 
स्थिता : नानालङ्कारवती सूर्य्यासनप्रभा चेति । ` 

अक्षोम्याविभावेषु देवाः 

१. चण्डरोषणः-श्रीचण्डमहारोषणं भगवत्तमतसीपुष्पसङ्काशम्चलापरनामानमेकृमुखं 


LER 
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द्विभुजं केकराक्षं दंषट्राविकरालमहाघो रवदनं रत्नमौलितं दंष्ट्रानिपीडिताधरं मुण्डमालां- 

शिरस्कमाररक्तचक्षुद्रेयं दक्षिणे खड्गधरं तज्जेनीपाशहूदयस्थवामकरं सितसर्पेयज्ञोपवीतं 

व्याघ्र च्मंतिवसनं नानारत्विरचिताभरणं भूमिळग्नवामच रणमीपदुन्नतदक्षिणचरणं 

सूय्यंप्रभामालिनमात्मानं विचिन्त्य eene" अक्षोभ्यमुकुटिनं Parmam 

२. हेरूकः शवस्थमद्धपय्यं द्भ नरचम्मसृवाससम्‌ । 

(i) द्विभुजः भस्मोद्ध,लितगात्रं च स्फुरद्वप्त्रं च दक्षिणम्‌ ॥ 
चलत्पताकाखट्वाङ्गं वामे रक्तकरोटकम्‌ । 
शतार्द्धमुण्डमालाभिः कृतहारमनोरमम्‌ ॥ 


Eu sd 


ईषदंंष्ट्राकरालास्यं रक्तनेत्रं विलासिनम्‌ । 
पिद्धोध्वेकेशमक्षोम्यमकुटं क़र्णकुण्डलम्‌ ॥ 
अस्थ्याभरणशोभं तु शिरः पञ्चकपालकम्‌ । 
बुद्धत्वदायिनं ध्यायात्‌ जगन्मारनिवारणम्‌ ॥ 


(ui) शक्तचालिङ्गतः दंष्ट्रोत्कटमहाभी ममुण्डखग्दामभूषितम्‌ । 
भक्ष्यमाणं महामांसं श्रीहेरूकं नमाम्यहम्‌ dd 
३. बुद्धकपालः'```'महावीरो घोरसंहारकः, नीलवर्णो महावपुः अस्थ्याभर- 


mardga मुण्डमालाविभूषितं मुकुटे अक्षोभ्यधारिणम्‌ एकवक्‌त्रं AAT 
वामे खट्वाङ्गकपालं दक्षिणे कत्तिडमरुक प्रज्ञासिङ्गितं, वामे चित्रसेना मत्ता नग्ना 
मुक्तकेशी स्वेभयरहिता देवी चुम्बयन्ती मुहुमुहुः एवम्‌ आत्मानं ध्यात्वा ० l 
Y. वज्रडाकः ललितस्थं कपालमालं Aras मूर्धनि धारयेत्‌ । 
(i) सम्वरः षण्मुद्रा मुण्डमाल च विशववज्त्री त्रिलोचनः ।। 
आलीढपादविच्यासो विशवाक्षरविवतिनीः 1 
सभैरवां कारात्रिमारूढो व्याघ्रचर्मभृत्‌ ॥ 
अक्षोभ्यशेखरः कृष्णो वच्त्रघण्टाजटान्वितः। 
वीरोऽसौ वज्रवाराही वज्त्रास्रक्पुर्णकपालभृत्‌ ॥ 
खट्वाङ्गमेखला रक्ता त्रिनेत्रा मुण्डमालिनी । 
पञ्चमुद्रा मुक्तकेशी दिग्वस्त्रा बुद्धशेखरा ॥ 
षड्भुजं त्रिमुखं त्यक्षं सर्व्वंलक्षणलक्षितम्‌ | 
व्थञ्जनाशीतिसंयुक्तम्‌ आलिकाल्युद्भवं प्रभुम्‌ ॥ 
बज्त्रघण्टासमापन्नं नरनर्म्माद्रधारिणम्‌ । 
वामे कपालखद्वाङ्गत्रिशूलं दक्षिणे. करे ॥ 
कपालमालाधुकुटि . विश्ववज्त्रजटाधरम्‌ | 
SEART चव म्मुद्रादेहभूषणम्‌ ॥ 
ती लपीतहरितवकत्रं व्याध्रच्म्माम्बरावृतम्‌ | 
आलीढळ्ानतसू््यंस्थभैरवकालरान्िकम्‌ u 
यथा नाथस्य तथा वज्रवाराह्यापि भुजादिभिः | 
देवी जानु समावेष्ट्य पूरमानन्दविह्नला ॥ 
हेरकी प्रथमादेवी द्वितीया aa I 


(ii) सप्ताक्षरः 


'सप्ताक्षरमण्डलञ्च 
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| तृतीया घोरचण्डी च चतुर्थी वज्रभास्करी ॥ 
| पञ्चमी वज्ररोद्री च षष्ठी स्याद्‌ वज्रडाकिनी । 
नीला पीता रक्ता हरिता धूम्रा सिता देव्यः ॥ 
मुवतकेशा महारौद्रा त्रिनेत्राइच दिगम्बराः । 
रणड्डमरुघण्टा च हस्तेतरकरद्वय्े ॥ 
दधाना नरचर्म्माणि प्रेतसूर्योपरि स्थिता । 
कपालमालामकुटा आलीढासनसंस्थिता: ॥ 
षडक्षरभवा भव्या देव्यः सर्व्वा यथाक्रमम्‌ । 
(ii) महामाया महामायाह्नयं देवं gud चतुभु जम्‌ d 
अङ्के यस्य तथा देवी चतस्रो दिक्षु चापराः । 
पूर्वदले वप्त्रडाकिनीं नीलवर्णा नीलपीतसिंतहरितवदनां वञ्त्रकपालघण्टाख ट्वाङ्भ- 
धारिणीम्‌, दक्षिणदले रत्नडाकिनीं पीतनीलसितहरितवदनां रत्नच्छटात्रिशलग्रीवातिपी- 
डतजम्ब्रूकपताकाधारिणीम्‌, पश्चिमदले पद्मडाकितीं सितवर्णां सितपीतनीलहरितवदनां 
विशवकमलशरकपालचापधराम्‌, उत्तरदले विश्वडाकिनीं हरितवर्णा हरितपीतसित- 
| नीलवदनामसिडमरूपाशकपालधराम्‌ | 
| ५. हयग्रीवः--आर्यहयग्रीवं रक्तवर्ण त्रिमुखमष्टभुजं प्रतिमुखं त्रिनेत्रं नीलसितदक्षिणे- 
| तरवदनं सर्प्पाभरणं ललिताक्षेपपदविन्यासं सक्रोधदृष्टिनिरीक्षणं प्रथममुखं स्मेरं ललज्जिद्धं 
| दक्षिणमुखं दंष्ट्रावष्टब्धौष्ठं व्याध्रचर्म्मतिवसतं वजदण्डकरणमुद्राशरोद्यतदक्षिण- 
करचतुष्टयं तज्जंनिकास्वकुचग्रहपद्मधनुरुद्ततवामकरचतुष्टयम्‌ अक्षोभ्यमौलिनं घ्यायात्‌ d 
६. यमारिः-(1) रक्तयमारिः--आत्मानं यमान्तमेकमुखं द्विभुजं प्रत्यालीढपदं ` 
रक्तपरिपूर्णकपालवामकरं साद्रपीतमुण्डाङ्कितसिंतदण्डदक्षिणकरं नागा भरणविभूषणं 
पिङ्गलोध्वंवक्ेशं व्याघ्र च्माम्बरधरम्‌ अक्षोम्यमुकुटिनं स्वाभप्रज्ञालिङ्भितं महिषोपरि faza- 
दलकमलसूर्य्यस्थंध्यायात्‌ । भगवतीं च द्रिभुजेकमुखीं विचित्राभरणामालीढपदस्थितां 
मदविह्वलां स्खलदृव्याप्रचर्म्माशुकां भगवता सह सम्पुट्योगेत प्रत्यालीढेनावस्थितां 
एवं fafa 


| (11) कृष्णयमारिः अ. यमारिरतिभीषणः E 
कठोरवहिकण्ठाभो सव्ये शुक्लारुणतर: ॥ 
TTA SAT विद्वाब्जरविसंस्थित: । 
स्वाभविद्याधरास्वादरसायनमहासुख: T 
कठो रोध्वंवज्वलत्केशः पिद्ध भूरमश्रुलोचन: d 
फणीन्द्रवृन्दनेपथ्यो मृणालघवलढद्विजैः ॥ 
मुद्गरासिधरः सव्ये वामे राजीवरत्नघृक्‌॥ | 
ब. mari प्रत्यालीढपदस्थितं एकमुखं द्विभुजं नीलवर्णं दक्षिणकरे वज्ञाड्वितो- ` 
द्यतनीलदण्डं वामकरे तज्ज॑नीपाशं हृदि, एवम्भूतं यमारि स्फुरत्संहरदूप विइवदलकमलोपरि 
सूर्य्यस्थं महिषारूढं भावयेत्‌ | uL 
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७, अ. ज॑म्भाल:--जम्भालं त्रिमुखं पड्भुजं अक्षोभ्यजटामुकुटिनं दक्षिणत्रिभुजेः मातुं- 
FHS कुशबाणंधरं प्रथमवामभुजेकेन वामपापाइवस्ितप्रज्ञालि द्गितमपरवामभुजाम्यां 
सपाशनंकुलकाम्मु कधरमात्मातं न्प ६ | ' n 

ब. उच्छष्मजस्भाल:--आत्मानं भगवत्तं उच्छुष्मं पज्चवरषकुमाराछात Wd (AAT 
च्धोपरि सर्पाभरणभूषितं रलमुकुटि मुञ्वद्रतमुल्पीताङ्गपुप्तवनदस्य ललाट दक्षिणेन 
चरणेन 'चरणद्वयं वामेनाऋ्रान्तमूर्ति प्रत्यालीढपदं नम्तम्‌ ऊध्वेलिज्ञं लम्बोदरं हृदि दक्षिण- 
पाणिस्थरक्तपूर्णकपालाभिमुखदुष्टि वामजङ्कासक्तवामकरेण रलच्छटोद्‌गाय्यैधोमुश्ननकुलीं 
दधानमविद्धढो हलकर्णद्यमर्दिन्दुदंष्ट्राक रालवदनं qaq लत्तिनेत्रं कृतभूकुटीललाटं frg- 
edhe भूसपशमुद्रनीलाक्षो भ्यमुनिमुद्रितमस्तकं'""` । | 

5 ग्रक्षोग्याविभू ताः देव्यश्च 

१. महाचीनतारा प्रत्यालीढ्पदां घोरां  मुण्मालाप्रलम्बिताम्‌ । 

(1) सा० मा० . खर्व्व॑लम्बोदरां भीमां नीलनी रजराजिताम्‌ n 

तर्यम्बकैकमुखां ` दिव्यां घोराट्टहासभासुराम्‌ । 
ुप्रहृष्टां qasi नागाष्टकविभूषिताम्‌ ॥ 
रक्तवतुःलतेत्रां च ` व्याघ्रचर्म्मावृतां कटौ । 
नवयौवनसम्पन्नां पञ्चमुद्राविभूषिताम्‌ ॥ 
ललज्जिह्वां महाभीमां सदंष्ट्रोत्कटभीषणाम्‌ | 
खड्गकत्रिकरां सव्ये `वामोत्पलकपालधाम्‌ ॥ 

| पिद्धोग्रैकजटां ध्यायात्‌ मौलावक्षोभ्यभूषिताम्‌ | 

: (ii) त° ato- - _ प्रत्यालीढापदां घोरां मुण्डमालाविभूषिताम्‌.] 

डे, qai लम्बोदरीं भीमां व्याघ्रचर्म्मावृतां-कटौ ॥ 

नवयौवनसम्पन्नां पञ्चमुद्राविभूषिताम्‌ 1 

चतुभु जां erg महाभीमां वरप्रदाम्‌ ॥ 

खड्गकतृसमायुक्तां ` सम्येतरभुजद्वयाम्‌ । 

कपालोत्पलसंयुक्तसव्यपाणियुगान्विताम्‌ - ॥ 

मिग्नोग्रैकजटां ध्याथेन्मौलो अक्षोभ्यभूषिताम्‌ । 

बालारकमण्डलाकारलोचनत्रयभूषिताम्‌ T 

जलच्चितामध्यगतां घोरदंष्ट्रां करालिनीम्‌ । 

. सावेशस्मेरवदनां स्तर्यलङ्कारविभूषिताम्‌ ॥ 

विश्वव्यापकतोयान्तः ३वेतपञ्चोपरिस्थिताम्‌ | 

i अक्षो म्यदेवीमुध्न्येस्त्रीमुत्तिर्नागरूपधृक ॥ 
९:'अ-जाङगुली-अ [त्मातमार्यंजाङ गुली रूपं सवं शुक्लां चतुभु जामेकमुखां जटामुकुटिनीं 
शुक्लोत्तरीयां सितरत्तालड्कारभुषितां शुवलसपंविभूषितां सत्वपर्यं 

वीणां वादयन्ती मपरदक्षिणेनाभयप्रदां चन्द्रांशुमालिनीम्‌ । ˆ 

› ` ब-आर्थ्यजाङ गुलीमात्मातं. . झटिति ` निष्पादगनेत्‌ duet 

नीलासितदक्षिणेतरवदनां खड्गवञ्रबाणदक्षिणहस्तत्रयां २ 


ङ्कमाविष्टां मूलभूजाम्यां 


त्रिमुखां षड्भुजां ˆ 
सतज्ज्ेनीपाशविषपुष्प्रकाम्मुँ क- .- 
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करत्रयां - संफीतफणामण्डलशिर:सरपेस्थां सर्वेदिव्यवस्त्राभरणभूषितां कुमारीलक्षणोज्ज्वलाम 
अक्षोम्याक्रान्तमस्तकां ध्यात्वा tn । Re 


3. एकजटा कृष्णवर्णा: मता: सर्व्वा व्याघ्र चर्म्मावृताः कटौ ॥ o 
(1) सामान्या ` _ एकवकात्रा; त्रिनेत्राइच पिङ्गो्ध्वकेशमूद्धंजा; ॥ 


खर्व्वा लम्बोदरा रौद्राः प्रत्यालीढपदस्थिताः ॥ 

सरोषकरालवक्त्राः मुण्डमालाप्रलम्बिताः |i 

कुणपस्था महाभीमा मीलावक्षोम्यभुषिताः। 

l | नवयौवनसम्पन्ना: ` घोराट्टहासभासुरांः ॥ ` ` 
(1) विद्युञ्जालकराली-द्वादशमुखां महाकृष्णवर्णा चतुब्विँश्तिभुजां चतुर्मारसमाकान्तां 
इवेतकपालोपरि प्रत्यालीढपदां महाप्रलयार्तिसमप्रभां विवृतास्यां हाहाकारां ललज्जिह्वां 
सरोषां विक्ृतकोटिभीमभृकुठीतटोद्श्रूनेत्रचलद्धत्तुंलां भयस्यापि भयङ्करी कपालमालाः 
शिरंसि भूषितां व्याडँरलङ कृतां षण्मुद्रोपेतां प्रथममुखं महाकृष्णं तथा दक्षिणमुखपञ्चकं 
सितपीतहरितरक्तधू wat च वाममुखपञ्चकं रक्तसितपीतहरितसितरक्तं च ऊच्वंमुखं TA. 
fast 34 .सव्वेमुखानि दंष्ट्राकरालवदवातिः त्रिनेत्राण . ज्वलितोध्वपिङ्गलकेशानि 
सरोषां खर्थ्वलम्त्रोदरीं पीनोन्नतपयोधरां व्याघ्र चम्मेनिवसनां दक्षिणद्वादशभुजेषु खड्ग-वज्त् 
चक्र-रत्तच्छटा-अङ कुश -शर-शक्ति-मुद्गर-मुसल-कत्रि-डप्ररु-अक्षमालिकां च, वामद्वादशः 


AAT धतु:-पाश-तज्जंती-पताका-गदा-त्रिशूल-चषक-उत्पल-घण्टा-परशु-ब्रह्मशिरः कपालं च¬ | 
a सुप्रहष्टां शवारूढां नागाष्टकविभूषिताम्‌ । 
नवयौवनसम्पन्नां हाहाट्टहासभासुराम्‌ ॥ 


पिङ्गोग्रैकजटां ` ध्यायात्‌ मौलावक्षोम्यभूषिताम्‌ । 

४, पर्णशवरी--भगवतीं पीतवर्णा त्रिमुखां त्रिनेत्रां षड्भुजां प्रथममुखं पीतं दक्षिणं सितं 
वामं रक्तं ललितहासिनीं सर्व्वालङ्कारधरां प्ण्णेपिच्छिक्रावसवां नवयौवनोद्धतां पीनां खर्व्व- 
लम्बोदरीं ललज्जिह्वां दक्षिणभुजैः वञ्जपरशुशरधारिणीं वामभुजः सतर्ज्ज॑निकांपाशपर्ण- 
पिच्छक्राधनुर्धारिणीं पुष्पावबद्धजटा मुकुटस्थाक्षो म्यघारिणीं सू्य्यप्रभामण्डलिनीम्‌ःअधो विंच्नान्‌ 
निपात्य सितयद्म चन्द्रासने प्रत्यालीढस्थां ह॒द्मममुष्टितज्जैन्याधो विध्तगणान्‌ uere 
दक्षिणवज्ञमुष्टिप्रहा राभिनयाम्‌ "भावयेत्‌!" 

५, प्रज्ञापारिमिता द्विभुजामेकवदनां faai मनोरमाम्‌ d 

- अद्धचर्चरकेशां. च ्वेताम्भोरूहसंस्थिताम्‌ ॥ 

पद्मं दक्षिणहस्ते तु रक्तवर्णं विभावयेत्‌ d 

प्रज्ञापारमिता : वामे वज्रपयं ङ्कुसंस्थिताम ॥ 

सर्वालड्कारसम्पूर्णा भावयेन्नाभि मण्डले । 

; e. अंक्ारज्ञानसम्भूतां परमानन्दकारिणीम्‌ ॥ 

" बज्च्रविका-वज्चच्चिकां त्रिनेत्ामेकमुखीमद्धेपर्येडूःताण्डवां मुतकासनस्थां 
HUG दंष्ट्रोत्कटभेरवा : तरशिरोमालाविभूषित कफ देशामस्थ्याम रणभुपितां mo dE 
धारिणीमक्षोभ्यमुकुटिनीं व्याघ्रचमेतिवसनां . मुक्तकेशीं षड्भुजां दक्षिणे वजचक्रवारिगी | 
वामे कपालमणिकमलधरां रक्तवर्णा कर्मानुरूपतः शुक्लादिवर्णयुक्तां च । . E 

: ७. महामन्त्रानुसारिणी -महामन्त्रानुसारिणी Eu चतुभु जैकमुखी Bus 
वज्नवरदवती वामभुजद्वये परशुपाशवती हुँकारबीजा अक्षोम्यकिरीटिनी सूर्यास 
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८. महा प्रत्यज्धिरा-महाप्रत्यज्धि रा कृष्णा षड्भूजैकमुला खड्गाडू,शवरददक्षिणंहस्ता 
रक्तपद्मत्रिशुलहृदयस्थपर्प पाशतज्ज॑वीयुक्तवामहस्ता हुंबीजा अक्षोभ्यमुकुटा सर्व्वाल ड्कारवती 
रूपयौवनसम्पन्ना । 

९, ध्वजाग्रकेयूरा--ध्वजा ग्रकेयूरा कृष्णा त्रिमुखी चतुभु जा रकतश्यामदक्षिणवाममुखी 
खड्गपारधारिदक्षिणकरद्वया वज्त्राङ्टितखट्वा ङ्ग चक्रवामहस्तद्वया ऊर्ध्व पिङ्गलकेशी 
शुष्कपञ्चमुण्डालङ्‌ कृतशिरस्का व्याघ्राजिनवसना दंष्ट्राकरालमुखी प्रलम्बोदरी 
प्रत्यालीढपदा सूर््यासतप्रभा पीतवस्त्रकञ्चुकिनी हुँबीजा अक्षोभ्यमुकुटा | 

to वसुधारा --पीतवँकारपरिणतां द्वि भु्जेकमुखीं पीतां नवयौवनाभरणवस्त्रेविभूषितां 
घान्यमञ्जरीनानारत्तवर्षंघटवामहस्तां । दक्षिणेन वरदां अनेकसखीजनपरिवृतां 
बिस्वपद्मचन्द्रासतस्थां रत्नसम्भवमुकुटिनीम्‌ | 

११. तैरात्म्या--शवहुच्चन्द्रस्था्परय्यङ्कुनाट्यस्थितां नैरात्म्यां कृष्णामेकमुखी मूर्ध्वं- 
पिङ्कलकेशाम्‌ अक्षोभ्यमुकुटिनीं. दंष्ट्राकरालललज्जिह्नां दक्षिणेन कत्रिधारिणीं वामे 
कपालखट्वाङ्गधारिणीं रक्तवतु लत्रिनेत्रां पञ्चमुद्राविभूषणां ... .. `` c 

बैरोचनाविभविषु--देव्व एव 


१. मारीची | हेमाभां सूकरारूढ़ां तप्तकाञ्चनभास्वराम्‌ d 
(i) अशोककान्ता लीलयोध्वंस्थितां चन्द्रविम्बाम्भोरुहसंश्रयाम्‌ ॥ 
अशोकवृक्षशाखाग्रविलग्नाँ वामपाणिना | 
विश्रतीं वरदाकारदक्षिणकरपल्लवाम्‌ ॥ 


दीप्त रत्नोपशो भेन मौलिना बुद्धशेखरम्‌ । 
इवेतवस्त्रां नमस्यामि मारीचीमभयप्रदाम्‌ di 


(ii) आर्यमारीची . चिन्तयेत्‌ आयेचमारीचीं सूचीसूत्रधरां रूपाम्‌ । 
(iti) मारीची पिचुवा . श्रुद्धारवीरसद्धषेर्जाम्बूनदसमप्रभाम्‌ | 
मध्येन्द्रनीलवर्णास्यां भयवीभत्सरौद्रकंः ॥ 


करुणादभुतशान्तरचे स्फटिकेर्द्रितराननाम्‌। . 
त्रिविमोक्षमुखेस्त्र्यक्षां धम्मसम्भोगनिम्मिताम्‌ ॥ 
पीता (क्ष) भरणसदृस्त्रां मयूखसुखवासिनीम्‌ | 
सूच्याक्षास्थानि सीवन्तीं बध्नन्तीं मुखचक्षुषी ॥ 
हृद्गलेऽङ्क शपाशाम्यां विन्धन्ती बाणकामु के: | 
WT दुष्टहृद्भित््वाऽशोकेनासेचनापराम्‌ ॥ 
विमोक्षाष्टाष्टभिस्तान्‌ दुष्टान्‌ नष्टान्‌ प्रभावयेत्‌ । 
पादविकाशसंकोचादात्मदृष्टिं च तद्रतिम्‌ ॥ 


प्रज्ञोपायपदाक्रान्तां मारीची भावयेदव्रती d 


` २, उष्णीषविजया --शुकलां त्रिमुखा त्रिनेत्रां नवयौवनां नानालद्धारधरां अष्टभुजां ` 


भगवती चिन्तयेत्‌, पीतङ्गष्णदक्षिणेतरवदनां, दक्षिणचतुभू जैः विश्ववज्रपद्मस्थ बुद्धबा णवरद- 
marae, . . वामचतुभु जे: चापतज्ज॑नीपाशाभयहस्तपूर्णकुम्भा:; चैत्यगुहागर्भस्थितां 
वैरोचनमुकुटिंनीं निष्पाद्य स्वबीजं पद्मस्थं हृदि घ्यायात | 

hj 
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` म्रारिपदाक्रान्ताममो घसिद्विमुकु टीमात्मानं झटिति निष्पाद्य `” "` ] E 
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3. सितातपत्रापराजिता--सितातपत्रापराजितां भगवतीं त्रिमुखां पडमुजां प्रतिमुखं 
त्रिनयनां शुक्लनीलारूणदक्षिणवाममुखीं चक्रा ङ्क शधनुर्धारिदक्षिणकरां सितवज्शरपाशतज्ज- 
नीधरवामकरां सक्रोधदृष्टिकां सव्वंग्रहविध्वंसिनीं दिव्यालद्कारवस्त्रवतीं वैरोचननायकां 
ध्यात्वा मुद्रां बन्धयेत | 

४. महासाहस्रप्रमदिनी-महासाहल्नप्रमहुँनी मात्मानं ध्यायात्‌; शुवलामेकमुखीं षड्‌ भृजां 
दक्षिणत्रिभूजेषु खड्गवाणवरदमुद्राः, वामत्रिभुजेपु धनुःपाशपरशवः, विचिता स्वस 
रूपयौवनश्ृ ज्ञारवतीं वेरोचनकिरीटयुक्तां पद्मचन्द्रासनप्रभाम्‌ । 

OW वज्रवाराही--आत्मानं भगवतीं - वज्रवाराहीं दाडिमकुसुमप्रख्यां feast 
दंक्षिणेन वज्रतज्जेनिकाकरां वामेन करोटकखट्वाक्षधराम्‌ एकाननां त्रिनेत्रां मुक्तकेशां 
पण्मुद्रा-मुद्रितां दिगम्ब्ररां पञ्चज्ञानात्मिकां सहजानन्दस्वभावां प्रत्यालीढपदाक्रान्त- 
भैरवकालरात्रिकां साद्रमुण्डमालालडः कृतगावां खवद्रुधिरं पिवन्तीं भावयेत्‌ | 


अमोघसिद्ध्याविभविषु--देव्य एव 

१, खदिरवनीतारा--हरिताममोघसिद्धिमुकुटीं वरदोत्पलधारिदक्षिणवामकराम्‌ 

अशोककान्तामारीच्येकजटाव्यग्रदक्षिगवामदिग्भागां दिव्यकुमारीमलङ्कारवतीं घ्यात्वा । 
c8 वऱ्यता रा-ख दिरवनीवत्‌ | 

३. षडभुजसिततारा-सिततारां त्रिमुखां षड्भुर्जा पीतनीलदक्षिणेतरमुखीं प्रतिमुखं 
AA वरदाक्षपूत्रशरवरदक्षिणत्रिकराम्‌ उत्पलपद्यचापधरवामपाणित्रयाम्‌ ` arig- 
निषण्णां चन्द्रासनचन्द्रप्रभां जटामुकुटस्थितामोघर्निद्धि पञ्चमुण्डविभ्रुषितमस्तकाम्‌ adaa- 
कुतशेखरां नातालड्धारधरां द्विरष्टवर्षाकृतिमष्टड्मशानमध्यस्थितां "४ "` ४ I 


४. धनदतारा-ताराभगवतीमात्मानं भावयेत्‌ चन्द्रासनप्रभां सौम्यां सत्त्वपर्यङ्कुस्थां 


aay -लोचनादिभिरदेवीभिरभिषिक्तामात्मानमोधसिद्धिमुकुटं ध्यायात्‌ | 

५, पर्णशवरी-पर्णशवरीं हरितां त्रिमुखां त्रिनेत्रां षड्भुजां कृष्णशुक्लदक्षिणवामानवां 
वञ्त्रपरशुशरदक्षिणकरत्रयां काम्मुकपत्र च्छटासपाशतर्ज्जनीवामकरत्रर्या सक्रोधहसिताननां 
नवयौवनवती सपत्रमालां व्याप्रचर्म्मनिवसनामी पल्लम्बो दरीमू्वं संयतकेशीमधोऽशेषरोग- 


६. महासायूरी--महामा यूरीं हरितवर्णा त्रिमुखा पड्भुजां प्रतिमुखं त्रिनेत्रां कृष्णशुक्ल- 
दक्षिणेतरवदनां; दक्षिणत्रिहस्तेषु यथा क्रमं मयूरपिच्छबाणवरदमुद्राः ; तथा वामत्रिहस्तेषु 
रत्नच्छटाचापोत्स ङ्गस्थकलशाः; विचित्राभारणां TSCA तनयौवतीं चस्द्रासने चनद प्रभा- 
वतीमरदध य्येडिनीममोघसिद्धिमकुटीं भावयेदात्मातम्‌ | 

७. वज्ञरश्गुङ्कला--हरितां त्रिमुखाम्‌ अप्टभुजां प्रथममुखमीषद्धासरसं, दक्षिणं कपिलं 
कपिललोचनं च; वामं रक्तं भृकुटी दंष्ट्राकरालं ; दक्षिणेषु ag: करेषु अभयवजश्वद्धलशर- 
धरां वामचतुःकरैः रुघिरपूर्णकपालतज्जैतीपाशचापधरां, ललिताक्षेपासतस्थां मार्ज्जारच- | 
म्मोत्तरीयाममो घसिद्धभूषितोध्वेपिङ्ग लकेशां विचिन्त्य | 
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रत्तसम्भवांविभविषु 

देवो--जम्भाल: उच्छ,ष्मजाम्भलश्च । देवीपु च¬ 

१. महाप्रतिसरा-प्रतिसरां सुपीतां रत्नमुकुटिनीं पीतशुवलपीतरवतचवुम्मु खीं त्रिनेत्रा- 
मष्टभजां दक्षिणभजैः खड्गचक्रतरिशूलशरधारिणीं THAT: पाशपरशुचापवप्त्रधारिणीं 
पद्मचन्द्रासने ललिताक्षेपस्थितां नानारत्नाभरणविभूषितां विभाव्य । 

२. वसुधारा-पीत-वं-कारपरिणतां द्विभुजैकमुखीं पीतां नवयौवनाभरणवस्त्र भूपितां धान्य- 
मञ्जरीनानारत्तवर्षघटवामहस्तां दक्षिणेन वरदाम्‌ अनेकसखीजनपरिवृतां विशवपद्मचन्द्रा- 
सनस्थां रत्नसम्भवमुकुटिनी | 


पञ्चध्यानिबुद्धाविभावेषु देवौ देव्यश्च-- 


१. जम्भालः पूर्बेवत्‌ | 
२. अ. महाकाल-श्रीमहाकालभट्रारकं द्विभुजमेकमुखं कृष्णवर्णं त्रिनयनं महाज्वालं कतृ- 
कपालधारिदक्षिणवामभुजं मुण्डमालालङः कृतोध्वेपिद्धलकेशोपरि पञ्चकपालघरं दंष्ट्रा- 
भीममयानकं भूजङ्गाभरणयज्ञोपवीतं खर्व्वेरूपं स्रवद्रुधिरमुखमात्मानं झटिति निष्पाद्य । 
ब. षोडशभुजमहाकालः-आत्मानं भगवन्तं षोडशभुजमहाकालं भावयेत्‌ अष्टवदनं 
चतुविशतिनेत्रं चतुरचरणं पोडशभूजं दक्षिणकरेर्कत्रिवप्त्रगजचमंमुद्गरत्रिशुलख ड्गयमः 
दण्डं वामकरैः रक्तपूर्णकृपालगजचर््मं घण्टाङ कुशश्वेतचामरडमरूनररिरो दधानं शेष- 
भुजाभ्यां प्रज्ञालिङ्गितं Ger कृष्णं हाहा-हीही-हेहे-होहो-पूरितमुखं महारौद्रं त्रिकायात्मकं 
पञ्चबुद्धमुकुटिनं नरमुण्डमालाभरणं भवभयङ्कूरम्‌ | 
१. TMA मातृमण्डलमध्यस्थां तारादेवी विभावयेत्‌ । 
अष्टबाहुं agina सर्वालङ्कारविभूषिताम्‌ ॥ 
कनकवर्णनिभां भव्यां कुमारीलक्षणोज्वलाम्‌ | 


पञ्चबुद्धमहमुकुटी वज्ञूर्य्याभिषेकजाम्‌ ॥ 
न॑वयौवनलाबण्यां चलत्कनककुण्डलाम्‌ | 
विशवपद्मसमासीनां रक्तप्रभाविभूषताम्‌ ॥ 


वज््रपाशतथाशङ्कःसच्छरोद्यतदक्षिणाम्‌ । 
IAS कुशोत्पलधनुस्तज्जनीवामधारिणीम्‌ ॥ 
वज्रपय्येद्धूयोगेत सावयेद्‌ भुवनत्रयम्‌ | 
qir पुष्पतारां तु सितवर्णा मनोरमाम्‌ ॥ 
३+काराक्ष रनिष्पन्नां पुष्पदामकराकुलाम्‌ । 
द्विभुजामेकवकत्रां च सर्व्वालङ्कारभ्रूषिताम्‌ ॥ 
दक्षिणे धूपतारां लु कृष्णवर्णा सुरूपिणीम्‌ | 
धूपशाखाकरव्यंग्रां स्व्वाळङ्कार भूषिताम्‌ n 
qe दीपतारां च दीपयष्टिकराकुलाम्‌ !! 
पीतवर्णा महाभुषां चलत्कनकक्रुण्डलाभू | 
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उत्तरे गन्धतारां तु गन्धशद्भूक राकुछाम्‌ ॥ 
रक्‍तवर्णनिभां देवीं भावयेद गर्भमण्डले | 
द्वारपालीस्ततो ध्यायादङ कुश्यादि प्रभेदतः ॥ 
qeiz t ras कुशीमेकवक्त्रां द्विभुजां ame कुशोत्पलहुस्तां विकृतवदनां कृष्ण- 
वर्णा, दक्षिणद्वारे वज्जपाशीं पीतवर्णा विकृताननमेकवकत्रां feast वज्रपाशहस्तां, परिचम- 
द्वारे वज्नस्फोटीं रक्‍तवर्णाम्‌ एकवकत्रां द्विभजां विक्ृतवदनां वज्रस्फोटहस्तां उत्तरद्वारे qr 
घण्टां इवेतवर्णाम्‌ एकवकूत्रां द्विभुजां विकृतवदनां वज्त्रघण्टाहस्ताम्‌ | 
प्रज्ञापारमिता पूर्ववत्‌ ३. मायाजालक्रमकुरूकुल्ला कुरुकुल्लावत्‌ 
४. सिततारा-ताराभगवतीं शुक्लां वि नेत्रां चतु भुंजां पञ्चतथागतमुकुटीं नाना- 
लङ्कारां भुजद्वयेनोत्पलमुद्रां दधानां दक्षिणभुजेन चिन्तामणिरत्नसंयुक्तवरदां सर्व्व॑सत्वानामाशां 
परिपूरयन्तों वामेनोत्पलमञ्जरीं विश्राणां ध्यायात्‌ । तस्या दक्षिणपाइवे मारीचीं पीतां 
चन्द्रासतां नीलाम्बरा feast वामेन रक्ताशोकपल्लवधरां दक्षिणेन सितचामरधरां रक्‍त- 
कञ्चुकाभरणां, वामपारर्वे महामायुरीं fraus गुश्यामां feast वामेन च मय़ूरपिच्छधरां 
दक्षिणेन चामरधराम्‌ एवं विचिन्त्य । 


चतुर्ध्यानिबुद्धावि भोवेषु--तरप्त्रतारेकमात्रम्‌ 
वस्त्रसत्वाविर्भावयोइ्च--?- जम्भाल 


२. Tal च-आय्यंचुन्दां शरच्चन्द्राभामेकमुखां चतुभु जां वरदक्षिणभृजां पुस्तकाङ्कित 
पद्मवामभुजां पात्रधारिशेषभुजद्वयां नानाभरणविभूषितां वज्रसत्त्वमुकुटाम्‌ | 


पञ्चरक्षामण्डलीयासु देवतासु 


१. महाप्रतिसरा २. महासाहस्रप्रमादिनी ३. महामन्त्रानुसारिणी ४.महामायूरी 

५. महसितवतीति देवीनामेव परिगणनम्‌ लक्षणं पूर्ववत्‌ । 
तारा: 

सामान्याः-हरिताः, शुक्लाइच । विशेषाइच--हरिता, शुक्ला, पीता, नीला, रक्ता चेति 
तत्र पीता यथा-- 

हेमवर्णा महाघोरां तारादेवी महद्धि कां त्रिनेत्राम्‌ अष्टवदनां भुजषोडशभूषितामू््वं- 
पिङ्गलकेशां साद्रेशतार्दमुण्डमालाकृतहारां जगत्राणां महावलां ध्रत्यालीढपदोपेतां हृसन्तीं 
नवयौवतां विचित्रवस्त्रनेपथ्यां प्रधातमुखं पीतं, दक्षिणं द्वितीयं तीलं, तृतीयं श्यामं, 
चतुर्थं गगनश्यामं, वामं greater, द्वितीयं रक्तं, तृतीयं गगनश्यामं, ऊर्ध्वास्यं धूम्रवर्णाभं 
महाघोरं विकटोत्कटं ; दक्षिणकरेषु खट्वा ङ्ग-उत्पल-शर-वच्र-अङ कुश-कत्रि-इण्ड-अभ T, 
वामभजेष सपाशतर्जनीकपालधनुःखट्वा ङ्गवञ्पाशब्रह्मशिरःरत्वकलशधरां विर्वपद्म- 
चनद्रस्थां सूर्यं प्रभा-विभूषितां, वामपादेन इन्द्र, दक्षिणपादेन उपेन्द्र, पादद्वयमध्ये wx ब्रह्माणं 
च आक्रम्य स्थितां सर्वमा रविनाशिनीं भाववयेत्‌ योगी । 


स्वन्त्रदेवता 
१. गणपतिः-भगवन्तं गणप्ति रक्तवर्णं जटामकुटकिरीटिनं सर्व्वाभिरण 
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pigi त्रिनेत्रमप्येकदन्तं, सव्यभुजेपु कुठार-शर- 


द्वादशभुजं लम्बोदरैकबदतम्‌ airi 
-चाप-खट्वा द्क-असृक्कपाल-शुष्कमांसकपाल- 


qq श-वञ-खड्ग-शूर्लं च वामभुजेषु मूषल 
फट्कं च रक्तपदे मूषिकोपरिस्थितमिति । 

२. aaran: आत्मानं प्रत्यालीढपद 
तज्जैनिकापाशं दक्षिणकरेणोद्यतवच्ञं भयानकं पिर 
कमलोपरि सूय्यस्थं भावयेत्‌ | 


स्थितम्‌ एकमुखं द्विभुजं नीलवर्ण वामकारेण 
द्भ लोध्वकेशम्‌ POON विश्वदल- 


३. वजहुँकार: खधातुरेफजे wu हुँकारज्वलख्भास्वरम्‌ । 
कल्पानलमिवात्युग्रं कृष्णवर्णं महाद्युतिम्‌ ॥ : 
तदुत्पन्नं महारौद्रं वज्हुँका रसंज्ञकम्‌ | 
wget महारौद्रं क्षेपयन्तं त्रिधातुकम्‌ ॥ 
चण्टावञ्धप्रयोगेन मुद्रावद्धकरद्वयम्‌ । 
प्रत्याली ढपदेनैव भैरवाक्रान्तभीकरम्‌ ॥ | 

४. भूतडामर: आत्मानं पश्येत्‌ Ue च ज्वालामालाळुलप्रभम्‌ | 


agii महाक्रोध॑ भिन्नाञउजनसमश्रभम्‌ ॥ 
दक्षिणे वञ्जमुल्लाल्य तज्ज॑यन्‌ वामपाणिना । 
दंष्ट्राकरालवदनं नागाष्टकविभूषितम्‌ ॥ 
०55 006006000 LOH GOO DOS LES DED OE . sve | 
कपालमालामुकुटं त्रैलोक्यमपि नाशनम्‌ ॥ 

अट्टहासं महानादं त्रैलोक्याधिष्ठितं प्रभुम्‌ | 
प्रत्यालीढसुसंस्थानस्‌ आदित्यकोटितेजसम्‌ ॥ 


अपराजितपदाक्रान्तं मुद्राबन्धेन तिष्ठति | 


५, वञअज्वालानलाक:--वजज्वालानलाक्क॑ नीलवणं ज्वालामा लाकुलप्रभं चतुः | 
म्मुखमष्टभुज `= श्युद्धारवीरवीभत्सकरुणरसान्वितं aga चतुभिदेक्षिणकरेवेड- 
खड्गचक्रबाणधर, चतु वामकरै्घण्टाचापपाशखट्वाङ्गासक्तविचित्रपताकधर्र 
ज्वलदनलकपिलशिखाकलापम्‌ अतिभीषणमहाहिवलयकङ्कणकटिसूत्रतूपुरकण्ठिका- | 
कुण्डलमुकुटाभरणं महामायाचक्ररचनचतुरं सपत्नीकं विऽ्णुमालीढपदेनाक म्यावस्थितं 
भावयेदिति । | 

६. त्रैलोक्यविजयः-त्रैलोक्यविजयभट्टारकं नीलं चतुम्मु खमष्टभुजं प्रथममुखं | 
क्रोधश्चङ्गारं दक्षिणं रौद्रं वामं वीभत्सं पृष्ठ वीररसं great घण्टावज्यान्वितहस्ताभ्यां | 
हृदि जज्ञहुँकारमुद्राधरं दक्षिणत्रिकरैः खट्वाङ्गाङ्क,शबाणधरं वामत्रिकरैशचापपाशवज्त्रधरं 
प्रत्यालीढेन वामपादाक्रान्तमहेशवरमस्तकं दक्षिणपादावष्टब्घगौरीस्तनयुगलम्‌ । 

७. परमाइवः--परमाम्वं रक्तं चतुर्मुखमष्टभुजं चतुश्चरणं प्रथमुखं AIAR 
त्रिलोचनं दक्षिणं रौद्रं वामं ब्रह्ममुखं, मूध्नि ललितोद्धलितोष्ठं हरिताइवमुखम्‌, एकेन दक्षिणः 
त्रिपताकाधरकरेण विश्ववज्रसहितेनोत्तिष्ठाभिनयं कुव्वेन्तं, एकेन वांमखेटकहस्तेत fa- 
पद्म धारयन्तं पुनर्दक्षिणत्रिपताकाकरेणोत्तिष्ठाभिनयं कुव्वंन्तम्‌ पुतर्वामकरेण शक्ति धारयन्तं 
पुनर्देक्षिणकराम्यां खड्गं वाणं च, अवशिष्टवामकराम्यां दण्डं चापं च धारयन्तं प्रत्या- 
लीढेन दक्षिणपादैकेनेन्द्राणीं faa चाक्रम्य स्थितं, द्वितीयदक्षिणचरणेन रतिं प्रीति च, वारः 
प्रथमपादेनेन्द्रं मधुकरं च, वामद्वितीयपादेत जयकरं वसन्तं च, इत्यात्मातं ध्यायात्‌ | 
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s. नामसंगीति:--एकवकृत्र: दवेतवर्ण: ध्याननयनः स्मेराननः जटामुकुटधर: नाता- 
t ec (प्रविया 0 
ASIA ST: WEA क्तः प्रथमाम्यां सब्यदक्षाभ्यां हृदयप्रदेश AAIEN, 

= eae 
D मुकुटोपरि sasanga, दक्षतृतीयेन विशववज्रोपरि खड्गम, सव्यवामचतु- 
भ्‌ जाभ्यां तपणमुद्राहूय, सव्यवामप्चमाम्यां पात्रस्थामृतक्षेपणमुद्रां, पष्ठसव्यवामाभ्यां 
सपात्रध्यानमुद्रा, वामतृतीयेन सवज्रखट्वाद्ध॑ दधानं, कमलोपरि वज्रासन: । 
स्वतन्त्रा देव्यश्च 

१. सरस्वती-महासरस्वती-भगवतीं महासरस्वतीमनुविचिन्तथेत्‌ शरदिन्दुकराकारां 
सितकमलोपरि चन्द्रमण्डलस्थां दक्षिणकरेण वरदां वामेन सनालसितसरोजधरां स्मेरमुखीमति- 
करुणामयां खवेतचन्दनकुसुमवसतधरां मुक्ताहारोपशोभितहृदयां नानारत्तालङ्कारवतीं 
द्वादशवर्षाक्ति मुदितकुचमुकुलदन्तुरोस्तटीं स्फुरदनम्तगभस्तिब्यूहावभासितलोकत्रयाम्‌ । 

२. अपराजिता-अपराजिता पीता द्विभुजैकमुखी नानारत्नोपशोभिता गणपतिसमा- 
कान्ता चपेटादान।भिनयदक्षिणकरा गृहीतपाशतज्जंनीकहदयस्थितवामभुजा अतिभय्कर- 
करालरोद्रमुखी अशेषमारनिईँलनी ब्रह्मादिदुष्टरोद्रदेवतापरिकरोच्छितच्छत्रा चेति | 

३. वज्त्रगान्धारी—वज्त्रगान्धारी कृष्णा.षण्मुखी द्वादशभूजा ऊर्ध्वंपिङ्गलकेशी प्रत्याली- 
ढपदा दंष्ट्राकरालवदना प्रतिमुखं त्रिनेत्रा दक्षिणषड्भूजेषु यथाक्रमं वञ््वञ्रघण्टाखड्ग- 
त्रिशूलबाणचक्राणि, वामषड्भुजेषु SCAT HIS कुशधनुःपरशुपाशहृत्तज्जैन्यः, प्रथममुखं कृष्णं, 


` अपराणि मुखानि पञ्चर्णाति, विश्वपत्मसूर्य्यासना चेति । 


४. वञ्जयोगिनी-भट्वारिकां वञ््योगिनीं तत्रस्थित ह्लींकारपरिणतां पीतवर्णां स्वयमेव 
स्वर्कत्रिकत्तितस्वमस्तकवामहस्तस्थितां दक्षिणहस्तकत्रिसहिताम्‌ ऊध्वेविस्तृतवामबाहुं 
अधोनमितदक्षिणबाहुम्‌ वासशून्यां प्रसारितदक्षिणपादां सङ कुचितवामपादां भवायेत्‌ । 
कबन्धान्निसृत्यासृग्धाराशच स्वमुखे प्रविशति, अपरे उभयोः पाश्वंयोगिन्योमुंखे प्रविशति 
इति भावयेत । वामदक्षिणपाइ्वंयोः इयामवर्णंवञ्यवर्णंनीपीतवर्णवञ्यवैरोचन्यौ वामदक्षिण- 
हस्तकत्रिसहिते दक्षिणवामहस्तकप रसहिते प्रसारितवामपादत्रसारितदक्षिणपादे 
सद्ध[चितेतरपादे मुक्तकेरयौ भावयेत्‌ । उभयोः पाइ्वेयों: उभयो: योगिन्योः मध्ये अन्तरिक्षे 


अतिभयाकुलं ward भावयेत | 


५, गृहमातृका-गृहमातृका विमुखर्वेतपीतरत्ता पड्भुजा, दक्षे TAA RAST 


शरा; वामे कमल-चापौ; सहस्रदलपद्धे वज्यासना | 
६. गणपतिहृदया-एकमुखा द्विभुजा वरदा अभया तृत्यासता | E 
७. वञ्जविदारिणी च-वञ््रविदारणी पञ्चमुखी दशभुचा, दक्षे अङ्क शखड्गशर- 

वज्त्र-वरदा, बामे पाश-चर्म-ध्वज-अस्भया, प्रत्यालीढासना । ; 


समाप्तो5ष्टमो पटलः 


समाप्तं प्रतिमा-लक्षणम्‌ | 


(9. टण दूर eS ८७ AU c 
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विषयानुक्रमणिका 


विषयाः (तुतीयखण्डस्य) 


चित्रप्रशंसा 
चित्रोत्पत्तिः 
चित्रं नृत्यं गीतञ्च 
qeu चित्रम्‌ 
चित्रप्रकाराणि 
चित्रोहेशा: चित्रविषयाः वा 
चित्राङ्गानि 
भूमिबन्धनं चित्रभित्तिर्वा 
लेप्यकर्म 
अण्डकवर्तनम्‌ 
चित्रकर्मणि देवादीनां शरी रप्रमाणादि- 
अ. शारीरप्रमाणम्‌ 
हंसादि-पञ्चपुरुष-्त्री लक्षणम्‌ 
चित्र कमे णि मूर्त्यवयव-प्रमाणम्‌ 
चिन्नकमेण्य ङ्ग प्रत्य ्ग मानेन स्त्रीणां निर्माणम्‌ 
तेनैव सामान्यमानवर्णनम्‌ 
ल. चित्रकर्मणि देवतानेत्रा्यङ्गवर्णनम्‌ 
नातावर्णानुगत। शुभाकारविहाराः ऋज्वागतसाचीकृताद्यनेक- 
भेदोपसहितारिचित्रकर्सणो नवभेदाः 


GU. 


चित्रे देवनृर्पाषगन्घ्वंदैत्यदानवादीनां सपरिच्छदानां निर्माण- 


देशविशेषानुरूपासनशयनयानवेशसरित्सागरवाहनशेलशिख रसद्वीपभू- 
मण्डलशद्भुपद्मतिधिचद्धतक्षत्र रात्रिसल्थ्या दिनिर्माणम्‌ 
विलेखा-लक्षणम्‌ 

वर्तिका 

चित्रलेखन-विधि: 

अ. वर्तनाविधाः ब. पटटपत्रवतेना दिप्रकाररच 
वित्रपत्रोत्पत्तिः 

कण्टकलक्षणम्‌ 

चित्रकर्मणि वर्णभेदः -शुद्धवर्णमिश्च वर्णाइयश्च स्वर्ण प्रयोगोऽपि 
चित्रे शरङ्गारादिरसप्रदरशेनं "` `ˆ ` on रसचित्रादेश्च fro ::- .-- 
चित्र दोषाः 


चित्रगुणाः 
चित्रकारः 
ग्रन्थकतुग्रन्यसमापनस्तव: 
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१. चित्रप्रशंसा 
(1) fae we 


(11) Fo qo ७१ 
(iii) ao Jo २२४ 


चित्रलक्षणे 


कलानां प्रवरं चित्रं घर्मकामार्थमोक्षदम्‌ | 
मङ्गल्यं प्रथमं चैतद्गृहे यत्र प्रतिष्ठितम्‌ ॥ 


यथा Gas: प्रवरो नगानां 
यथाण्डजानां गरुड: प्रधान: । 
यथा नराणां प्रवरः क्षितीश-- 
स्तथा कलानामिह चित्ररूप: ॥ 


faa fg सर्वशिल्पानां मुखं लोकस्य च प्रियम्‌' 


चित्रमूलोद्भवं सर्वं त्रैलोक्यं सचराचरम्‌ | 
ब्रह्मविष्णुभवाद्याइच सुरासुरनरोरगाः ॥ 
स्थावरं जङ्गमं चैव सूर्यचन्द्रौ च मेदिनी । 
mayga सर्वं जगत्स्थावरजङ्गमम्‌ ॥ 
वृक्षगुल्मलतावल्ल्‌च--स्वेदजाणुज रायुजाः । 
सर्वे चित्रोद्भवा वत्स भूधरा होपसागरा: ॥ 
चतुरशीतिलक्षाणि जीवयोनिरनेकधा । 
fagga: सर्वे संसारद्वीपसागरा: ॥ 
इवेतरक्तपीतकृष्णा वर्णा वै चित्ररूपकाः । 
तनौ च नखकेशादि चित्ररूपमिवाम्भसाम्‌ UI 
भगवान्‌ भवरूपश्च परयतीदं परात्परम्‌ | 
आत्मवद्द सर्वमिदं ब्रह्मतेजोऽनुपश्यताम्‌ ॥ 
पश्यन्ति भावरूपेश्च जले चन्द्रमसं यथा । 
तद्ठच्चित्रमयं सर्वं पश्यन्ति ब्रह्मवादिनः ॥ 
fart विशवावतारश्च त्वनाद्यन्तशच सम्भवेत्‌ | 
आदिचित्रमयं सर्वं पश्यन्ति ब्रह्मचक्षुषा ॥ 
शिवशवतेरयंथारूं संसारे सृष्टिकोद्भवः । 
चित्ररूपमिदं wd दिनं रात्रिस्तथैव च ॥ 
निमिषश्च पलं घट्यो यामः पक्षक एव च | 
मासारच ऋतवश्चेव कालः संवत्सरादिकः ॥ 
चित्ररूपमिदं सर्वं संवत्सरयुगादिकम्‌ । 
कल्पादिकोद्भवं सर्वं सृष्ट्याद्यं सर्वकर्मणाम्‌ ॥ 
्रह्माण्डादिसमुत्पत्ती रचितारचिता तथा। 
तेषां चित्रमिदं ज्ञेयं नानात्वं चित्रकर्मणाम्‌ ॥ 
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२. चित्रोत्पत्ति: 
वि० ध० 


३. चित्रं नृत्यं गीतञ्च 


_ वि० sto 
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ब्रह्माण्डादिगणा: सर्वे तद्रूपाः पिण्डमध्यगा: | 
आत्मा चात्मस्वरूपेण चित्रवत्‌ सृष्टिकर्मणि ॥ 
आत्मरूपमिदं RAT दृश्यमानं चराचरम्‌ । 
चित्रावतारे भावं च विधातुर्भाववर्णत: ॥ 
आत्मानं च शिवं पश्येद्‌ यद्वय्य जलचन्द्रमाः d 
तद्वच्चित्रमयं सर्वं शिवशक्तिमयं परम्‌॥ 
ऊर्ध्वमूलमधः शाखं वृक्षं चित्रमयं तथा । 
शिवशक्तचालयं चेव चन्द्राकंपवनात्मकम ॥ 
सूर्यपीठोदभवा शक्तिः संलग्ना ब्रह्ममार्गतः । 
लीयमाना चन्द्रमध्ये चित्रकृत्‌ सृष्टिकर्मणि ॥ 
चित्रावताररूपं तु कथितं च परात्परम्‌ | 
यतस्तु वर्तते चित्रे जगत्स्थावरजङ्गमम्‌ ॥ 
देवो देवी शिवः शक्तिः व्याप्तं यतश्चराचरम्‌ । 
चित्ररूपमिदं ज्ञेयं जीवमघ्ये च जीवकम्‌ ॥ 
कूपो जले जलं कूपे विधिपर्य्यायतस्तथा | 
तद्वच्चित्रमयं fasd चित्रं विश्वे qua च ॥ 
अतः पर प्रवक्ष्यामि चित्रं तवानघ t 
उर्वशीं सृजतः पूर्वे fagi नृपात्मज ॥ 


नारायणेन मुनिना लोकानां हितकाम्यया | 


प्राप्तानां वञ्चनार्थाय देवस्त्रीणां महामुनिः ॥। 


, सहकाररसं गृह्य उर्व्यां चक्रे वरस्त्रियम्‌ । 


चित्रेण सा ततो जाता रूपयुक्ता वराप्सराः ॥ 
यां geat ब्रीडिताः सर्वा जग्मुस्ता देवयोषितः । 


- एवं महामुतिः कृत्वा चित्रं लक्षणसंयुतम्‌ ॥ 


ग्राहयामास स तदा विश्वकर्माणमच्युतम्‌ । 
यथा नृत्ते तथा चित्रे तरैलोक्यानुकृतिः स्मृता । 
दुष्टश्च तथा भावा अङ्गोपाङ्गानि सर्वशः ॥ 
कराश्च ये महानृत्ते पूर्वोक्ता नृपसत्तम्‌ । 
त एव चित्रे विज्ञेया qd चित्रं परं मतम्‌ ॥ 
qd प्रमाणं येनोक्तं तत्मवक्ष्याम्यतः TI 
देवतारूपनिर्माणं कथयस्व ममानघ ॥ 
यस्मात्सन्निहिता नित्यं शास्त्रवत्साक्ृति भंवेत्‌ | 
fagi न जानाति यस्तु सम्यड्नराधिप ॥ 
प्रतिमालक्षणं वेत्तुं न शक्यन्ते कहिचित्‌ । 
fagi समाचक्ष्व भृगुवंशविवर्धेन ! ॥ 
चित्रसूत्रविदेवाथ वेत्ति anami यत: । 


v. षडङ्गं चित्रम्‌ 
ie यशो० (का० qo) 
a j 
f A चित्रप्रकाराणि - | 
i faoto _.. 
न 

(11) मानसो ० 


' चूणितेवर्णकलख्यं धूलिचित्रं 
, सुप्रमाणं तथा विद्धमविद्धं भावचित्रकम्‌ । 
, रसधलिगतं प्रोक्तं 
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| ९४२ 


` विनां तु नृत्यशास्त्रेण fagi सुदुविदम्‌ ॥ 


जगतो न क्रिया कार्या द्वयोरपि यतो qu 
qama समाचक्ष्व चित्रसूत्रं वदिष्य ॥ 
नृत्यशास्त्रविधानं च चित्रं वेत्ति यतो द्विज । 
आतोद्यं यो न जानाति तस्य तृत्तं हि दुविदम्‌ ॥ 
आतोद्येन विना नृत्तं विद्यते न कथञ्चन । 
आतोद्यं त्वं हि धर्मज्ञ नृत्यशास्त्रं वदिष्यसि d 
तस्मिन्सुविदिते वेत्ति नृत्यं भार्गवसत्तम । 
रूपभेदा: प्रमाणानि लावण्यं भावयोजनम्‌ | 


सादृश्यं वणिकाभङ्ग इति चित्रं षडङ्गकम्‌ ।। 


सत्यं च afar चेव नागरं मिश्रमेव च । 


fus चतुविधं प्रोक्तं तस्य वक्ष्यामि लक्षणम्‌ ॥ 
यत्किञ्चल्लोकस।दृस्यं चित्रं तत्सत्यमुच्यते । 


दीर्घाङ्गं सप्रमाणं च सुकुमारं सुभूमिकम्‌॥। 
चतुरस्रं सूसम्पूर्णं न दीर्घं नोल्वणाकृतिम्‌ । 
प्रमाणं स्थानलम्भाइयं वैणिकं तन्निगद्यते di 
दृढ़ोपचितसर्वाङ्गं aga नद्यनोल्वणम्‌ । 


चित्रं तं नागरं ज्ञेयं स्वल्पमाल्यविभूषणम्‌ ॥ 


चित्रमिश्रं समाख्यातं सामान्यं मनुजोत्तम | 
असंख्यातानि सत्वानि शक्यन्ते नेव भाषितुम्‌ | 
तत्तद्रूपानुसारेण लेखनीयानि कोविदैः: ॥ 
सादृश्यं लिख्यते aq ait प्रतिबिम्बवत्‌ । 
तच्चित्रं विद्वमित्याहुविश्वकर्मादयो बुधाः ॥ 
आकस्मिके लिखामीति यदा afesa लिख्यते | 
आकारमात्रसंपत्वे तदविद्धमिति स्मृतम्‌ ॥ 


— श्रङ्गारादिरसो यत्र दर्शनादेव गम्यते। 


भावचित्रं तदाख्यातं चित्र कौतुककारकम्‌ ॥ 
सद्रवैवं णंकंलेख्यं रसचित्रं विचक्षणैः | 


[कलेः विदुबुं धा: ॥ 


मानसोल्लासपुस्तके ॥ 
तिमितं चित्रलक्ष्मेदं चित्रं लोचनहारकम्‌ | 


चित्रविद्याविरिञ्चिना ॥ 
संयुक्तं लेखयित्वा महीपति 
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(1) स० qo ७१ 


(ii) अ० go २३३ 
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(Re) 

तदर्धेचित्रमित्युक्तं यत्तत्‌ तेषां विलेखनर्म्‌ ।! 
चित्राभासमिति ख्यातं qd: शिल्पविशारदैः । 
रसचित्रं तथा धूलीचित्रं चित्रमिति त्रिधा। 
एतान्यनलवर्णाति चूर्णयित्वा पृथक्‌ पृथक्‌ ॥ 
एतैर्चूर्णेः स्थण्डिले रम्ये क्षणिकानि विलेपयेत्‌ । 
धूलीचित्रमिदं ख्यातं चित्रकारः पुरातनः ॥ 
सादृश्यं दृश्यते यत्तु वर्षणे प्रतिबिम्बवत्‌ । 
तच्चित्रमिति विख्यातं नालमाकारमात्रकम्‌ di 
Wee यत्र दर्शनादेव गम्यते। 
क ळय 000 ccc रसचित्रमिति स्मृतम्‌ ॥ 
पट्टे पटे वा कुड्ये वा यथा चित्रस्य सम्भवः | 
वर्तयः FATA लेखामानं तथा भवेत्‌ ॥ 
वर्णंव्यतिक्रमो यादृग्‌ यादृशो वतेनाक्रमः d 
मानोत्मानविधिरचंव नवस्थानविधिस्तथा ॥ 
हस्तानां यञ्च विन्यासो ००००००००००११ ९१९ ००००००००० l 
दिव्यानां मानुषाणां च दिव्यमानुषजन्मनाम्‌ | 


गणरक्षःकिन्तराणां कुन्जवामनयोषिताम्‌ | 
विकल्पाकृतिमानानि खूपसंस्थानमेव च॥ 
वृक्षगुल्मलतावल्लीवीरूधां पापकर्मणाम्‌ | 


शूराणां दुविधानां च धनिनां पृथिवीभृताम्‌ ॥ 
ब्राह्मणानां विशां शूद्रजातीनां क्रूरकर्मणाम्‌ । 
मानिनामथ रङ्गोपजीविनां चेह कथ्यते ॥ 
रूपलक्षणनँपथ्यं सतीनां राजयोषिताम्‌ । 
दा।सीप्रब्रजितारण्डा (यतिवल्लीषु लक्षणा ॥ 
कन्यानामसंकारणां च दिध्याना ) ? गजवाजिनाम्‌ | 
मकरव्यालसिहातां तथा याज्ञोपवीतिनाम्‌ ॥ 
दिवारात्रिविभागस्य ऋतूनां चापि लक्षणम्‌ । 
प्रविभागस्य देवानां रेखाणां चापि लक्षणम्‌ । 
लक्षणं पञ्चभूतानां तेषामारम्भ एव च ॥ 
व॒कादीनां विहङ्गानां सर्वेषां जलवासिनाम्‌। 
चित्रन्यासविधानस्य ब्रूमः सम्प्रति लक्षणम्‌ ॥ 
चित्रकर्म प्रवक्ष्यामि ख्पालङ,कारसंयुतम्‌ | 


कीतिवकत्रोदुभवाकारं? कथये तव साम्प्रतम्‌ ॥ 


भूकुटिकुटिलान्तनेत्रवाराहकर्णमेषश्टङ, MAA | 


_ मुगकपोल्सिहवकूत्रं aia: स्यान्मुखोपमाख्याता॥ 
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( ३०० ) 
भृकुटिः स्याद्‌ बद्धकर्णाळवस्कन्ध: केशरावृंतः । { 
क्रममध्ये परावृत्तो ह्लस्वपादः सिहोत्तम: ॥ | 
सिंहव्यालं गजव्यालमश्वव्यालं नरादिकम्‌ । । 

1 


वषव्यालं मेषव्यालं शुकव्यालं च सौकरम्‌ ॥ 
माहिषं मूषकव्यालं कोटव्यालं च व्याकरम्‌ | 
हंसकुवकुटमायूरं त्रिपल्ली सर्प॑व्यालकम्‌ N 
इति षोडश व्यालानि उक्तानि मुखभेदतः। 
शरीरं हि मह्रं हस्तपादपुच्छादिकम्‌ ॥ 1 
व्यालानन्तरतो रूपमनेकाकारतः ATA | 
त्रुटितं त्रिभडिंग चेव ललितं कुञ्चितं तथा ॥ 
गमितालीढप्रत्यालीढावृत्तं . . परिवर्तकम्‌ । 
sigi भिन्नसूत्रं च salad, च Alga ॥ 
. नानारूपं समाख्यातं शोकं च पद्मकेशरम्‌ । 
द्विरष्टोक्तानि.साक्रूतं रूपाणि विविवाति च ॥ 
. वैयाघ्रं समपादं च आलीढं च प्रत्यादिकम्‌ । 
पूर्वापरयाम्योत्तर रहोबोधव्या च ममापतिः? ॥ 
- नवषणोक्ताक्षा लक्षयेच्चित्र सूत्रधानेन | 
दंरसाख्याता. शान्तादि सहतोद्भवा? ॥ 
वृक्षगुल्मलतावल्ली रम्भास्तम्भा महोद्गताः । 
.धवलोत्तृङ्गमाडानि वेश्मानि विविधानि च ॥ 
तगरग्रामपुरादिदेशानां च पनः FHH 
' द्वीपसागरोड्भवानि सर्वाणि मण्डलानि च ॥ 
सर्वंजीवोद्‌भवं पूर्वं लक्षयेच्चित्र सूत्रकम्‌ | 
चित्राभ्यासोड्भवाः सर्वे सुरासुरनरोत्तमाः di 
मेघार्चित्रवर्णहपा आदित्याशचेव चन्द्रमाः d 
'ग्रहनक्षत्राद्याःः सर्वे अचिर्वाहनसंयुता: ॥ 
दिकूपालादिका .लक्ष्या grater: सुप्रदक्षिणम्‌ | 
गजारवरवरपादाया अभङ रुयातास्तथैव च ॥ | 


सभादो च. विन्तेदार्थ युक्तं नृत्यनाटयादिकम्‌ ॥ 
` .. एवमादि समस्तं च चित्राभ्यासाच्च लक्षयेत्‌ । 
तथा चित्राभ्यास रूपा ! त्रैलोक्यं सचराचरम्‌ ॥ 


(iii) शिल्प? ` . ` ` जङ्गमा वा स्थावरा वा ये सन्ति भवनत्रये d 
BT, ` 'तत्तस्वभावतस्तेषां करणं चित्रमुच्यते ॥ | 
वर्त्याकारास्तथायामे द्वितय भ्मोध्यङगुलात्मकाः । | 


'देवान्‌ वा मनुजान्‌ वापि मृगान्‌ नागान्‌ विहङ्गमान्‌ ॥ 
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ल॑तावृक्षादिकान्‌ 
| . श्रोत्राभ्यां वाथ नेत्राम्यां मनसा art निञ्चितान ॥ 


(चित्राविषयाः) 


७. चित्राङ्गाति 
स० qo ७१ 


८. भूमिबन्धनम्‌ चित्रभित्तिर्वा 
(1) Wo qo ७२ 


( ३०१ ) 
वाथ नागान्‌ वा सागरानपि | 


आलिखेत किट्टिलेखिन्या सुमुहर्तेसुलग्तके । 
स्वस्थचित्तः सुखासीनः स्मृत्वा स्मृत्वा पुनःपुनः ॥ 
चित्राभासं पुनस्तेषामेकमागं समाश्रयेत्‌ । 
बहिरन्तश्च सर्वषां यत्र॒ युञ्जीत सर्वतः ॥ 
सुमङ्गलकथोपेतं मस्त्रमूर्त्यादिस युतम्‌ i 
asmi मरणं दुःखं देवासुरकथास्त्वपि ॥ 
नग्नं तपस्विलीलां च न कृर्यान्मानुषालये | 
भित्त्यादौ तत्र लेख्यं स्याच्चित्रं चित्रतराकृति ॥ 
स्वागमाखिलवेदादिपुराणोक्तकथान्वितम्‌ । 
नानावर्णान्वितं रम्यं न न्यूनं नाधिकं क्वचित्‌ ॥ 
तत्रतत्रोचिताकाररसभावक्रियान्वितम्‌ ] 
चित्रं विचित्रफलदं भतु: कतु इच सवंदा ॥ 
अतोऽन्यदशुभं चित्रं विपरीतफलप्रदभ्‌ । 
न weld तन्न लिखेल्लोकद्वयसुखेच्छ्या ॥ 
तस्या ङ्कान्यभिधीयन्ते तेन सर्वाणि विस्तरात्‌ । 
विका प्रथमं तेषां द्वितीयं भूमिबन्धनम्‌ ॥ 
लेख्यं तृतीयं स्याद्‌ रेखाकर्माणि cool 
पञ्चमं वर्णकर्म स्यात्‌ षष्ठं स्याद्‌ वर्तं नाक्रमः ॥ 
सप्तमं NT CARON cr ct तथाष्टमम्‌ । 
इदानीं वतिकालक्ष्म भूमिबन्धशच कथ्यते । 
गुल्मान्तरे शुभे क्षेत्रे पन्यां सरितस्तटे ॥ 
पार्वतानां चं कक्षषु वापिकाकाननान्तरे । 
भौमा लवणपिण्डाः स्यूर्मृलेषु च महीरुहाम्‌ ॥ 


क्षेत्रेष्वेतेषु या जाताः स्थिराः इलक्षणाइच पाण्डरा: d 
aram (मृद्वावसासेष्वा?) विज्ञेया क {र? टु) शकरा ॥ 
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क्षेत्राणामावुपूर्व्येण मृत्तिका कथिता शुभा | 
पेषयेत्‌ ` कुं्टयित्वा तां ततः कल्कं समाचरेत्‌ ॥ 
शालिभक्तस्य दातव्यस्तत्र भागो यथोदितः । 
Fendt सप्तमं भागं शीतकाले च पञ्चमम्‌ ॥ 
षष्ठं शरदि वर्षासु चतुर्थं भागमातयेत्‌ ¦ 
वतिकाबन्धनार्थाय दाढर्थमायान्ति तेन ताः ॥ 
(अग्रायाशालिवकूकाभा qd यव्यं सुखगृहम्‌ । 
कुकुंटाराग्रसदृशीं? ) कम भागविकल्पतः ॥ 
शिक्षाकालेऽङगुलद्वन्द्रं प्रमाणेन विधीयते । 
कुथरेखासु शस्यन्ते वतिकाः व्यडः गुलोन्मिताः ॥ 
पटरेखासु कुर्वीत मानेन चतुरङगुलाः। 
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इदानीमभिनास्यामो वसुधाबन्धनक्रियाम्‌ d | 


वक्षिका चैव कूटाइच ++ + + पट एव च। 
तस्य तस्य (किभान?) भूमिबन्धो निगद्यते ॥ 


पुण्यनक्षत्रवा रेषु माङ्गल्यदिवसेषु च। 
कृतोपवासो भवत्या च कर्ता भर्ताथ शिक्षकः ॥ 
अनेकवर्ण: = RAAT: (न कृपापा: ?)1 
नानाधूपैः सुरभिभिरचंयित्वारभेत ताम्‌ ॥ 
(नवसूत्रात्तुलमृद्वस्तितजलेन 4 समम्‌ । | 
नवत्वामात्सदुशं वृकतनभविद्वात्यपराक्रिया ॥ j 
लिड्भसूत्रविनी क्षेतानिकर्ट सहतं नव: । 
अनुत्ततमनिस्मं च कुर्याद्‌ यावत्‌ क्षितौ समम्‌ ॥ 
सुस्थितं जलवक्षायं)? सम्यगालोवय धीमता । 
कृत्वा भूमिक्रियामेतां पश्चाद्‌ बन्धनमाचरेत्‌ ॥ 
(लुचिमलांस्तिस्व? ) ब्रीहितण्डुलसन्नि भाम्‌ । 
संगु (स्य? ह्य) तीर्थमथवा पिष्ट्वा mem समाचरेत्‌ ॥ 
तेन पिण्डं प्रकुवति शोषयेच्च qna 
श्रपयेद्‌ कल्कयेद्‌ येन (व्य।साद्यषव्यस्तुया? ॥ | 
एवमेव (चतुष्कान्ता? ) सप्त वारान प्रघर्षयेत्‌ । | 
हस्तेन संमृशेत्‌ aw यथालोनं च जायते ॥ | 
अथवा िक्षकाभूमौ खरबन्धनमाचरेत्‌ । | 
पूर्वोदितस्य कल्कस्य निर्यासे बन्धनं क्षिपेत्‌ ॥ 
पञ्चभागप्रमाणेन ग््रीष्मकालेषु शस्यते । | 
शरद्यंशत्रयं सार्धं त्रीनंशा (समागमम्‌?) ॥ 
वर्षाकाले हि भागेन प्रदद्यादिति निश्चयः d à 
पञ्चभागप्रमाणेन ग्रीष्मसं+ + + + + + ॥ 
बन्धने च प्रकुर्वीत पूर्वोक्तविधिना क्षितौ । 
लेपयेद्‌ रोमकूचेंण शुष्कां शुष्कामनुक्रमात्‌ ॥ 
तोयेन हस्त (क्तवचि?) प्रदातव्यो विचक्षणैः d 
विधिनेवं कृतं श्रेष्ठं शिक्षिकाभूमिबन्धनम्‌ ॥ ET 
बन्धनं कुडयभूमेश्च यथावत्‌ कथ्यतेधुऽना । 
स्नु हीवास्तुककूश्माण्डकु हाली नामुपा हरेत्‌ H 
क्षीरमन्यतमस्यापामागेस्येक्षुरकस्य च ] 
(तेषाणां वागसूत्रे?) सप्तरात्रं निधापयेत्‌ ॥ 
शिशपासननिम्बानां त्रिफलाव्याधिघातयो: । 
समाहरेद्‌ यथालाभं (कथया?) कुटजस्य च ॥ 
कषाय (काक्षा) रयुक्तेन सामुद्रलवणेन च । S 
पूव कुड्यं समं कृत्वा कषायैः परिषेचयेत्‌ ॥ 
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i ; faan ( ण?णां? मृदमादाय स्थूलपाषाणवजिताम | 
| | __ (मानुषां? ) स्यादद्विगुणान्‌ (न्य) स्य क्षोदयेद्‌ वालुकामृदां? हाम्‌॥ 


ककुभस्य रसं दद्यान्माषाणां शाल्मलेरपि। 
श्रीफलानां रसं तद्वद्‌ दद्यात्‌ कालानुरुपतः ॥ : 
पूर्वकालानुसारेण यत्‌ प्रोक्तं बन्धनं क्षितेः ? 
तत्‌ सर्वं सिकतायुक्तं कृत्वेकत्र नवं बुधः ॥ : 


६5 - -> Es a seii t 


कुडयमालेपयेत्‌ qd हस्तिचमंप्रमाणत: । 

(विशेषां ष्याथ प्रतिक्षिपेत्‌ तोयं कुर्यादशसन्नि भाम्‌ )॥ E 

| विशुद्धं विमलं स्तिग्धं पाण्डुरं मृदुलं स्फुटम्‌ d 
| पूर्वोदितां समादाय विधिवत्‌ कटशर्कराम्‌ ॥ ae 
at कुट्टयित्वा घृष्ट्वा च कल्क कुर्याद्‌ विचक्षणः । x 7 

पूर्वोक्तभक्तभागं च निर्यासांश्च प्रदापयेत्‌ ॥ 3 


(facra? ) यदि वा दद्यात्‌ कटशकरया समम्‌ । 
त्रीन्‌ वारा (न्‌) लेपयेत्‌ कुड्यबन्धनमुत्तमम्‌. 
हलेन हस्तमालिप्य प्रदद्यात्‌ कट्शकराम्‌ d > 
जायते विधिनानेन कुड्यबन्धतमुत्तमम्‌ ॥ R3- 
साम्प्रतं कथयिष्यामः पट्टभूमिनिबन्धनम्‌ । P 
बिम्बाबीजानि संगृह्य त्यक्त्वा तेषां मलं बुधः ॥ 
| एवं विशोध्य निष्पावान्‌ यदि वा शालितण्डुलान्‌ । 
| तेषामन्यतमं इलक्ष्णं पिष्ट्वा पात्रे विपाचयेत्‌ ॥ 
पट्टमालिप्य बन्धेन पूर्वोक्तविधिना चरेत्‌ । 
| ळे . पुवोक्तनिर्यासयुतां विधाय कटशर्क राम्‌ ॥ 
| T T तोयेन तां द्रवीकृत्य पटमालेखयेत्‌ तया । 
] | अनेन विधिना बन्धर्चित्रकर्मणि शस्यते ॥ 
| | . विधिनान्येन वा कुर्यात्‌ पट्टानां भूमिबन्धनम्‌ । | 


पट्टानां भूमिबन्धोऽयं विक्षेप्तव्यः प्रयत्नत 
( गोमयेन कंटपेने शेस्तदनन्तरम्‌ 
कटकाक रया युक्तैवारांस्त्रीन्‌ कूर्चकेन 

qur qe तथैव स्य 


(11) मानसो०, अ०चि > 


, L 
i TPPA 


Digitized by Arya Samaj Foundation. Chennai and eGangotri 
( ३०४ ) 


तत्कल्कं चिक्कणीभूतं शलाकाः परिकल्पयेत, 
यत्वेन शोषयेत्पर्चाद्यावट्काठिन्यमापप्नुयुः t 
aA मयाऽख्यातः चित्रे wat शस्यते । 
d कृत्वा मृत्तिकापात्रे तोयं क्षिप्तवा प्रतापयेत्‌ ॥ 
स तप्तो द्रवतां याति सवंवणपषु WWE: | 
मिश्रणीयप्रमाणेत यथा वर्णो न नश्यति ॥ 
आदाय मत्तिकां wat वजलेपेन मिश्रयेत्‌ । 
तया लेपं प्रकुर्वीत शुष्कभित्तौ त्रिवारत 
` शङ्क चूर्ण सितापिष्टं वज्नलेपसमन्वितम्‌ | 
आदाय भित्तिकां लिम्पेद्यावत्सा इलक्षणतां ब्रजेत्‌? 
धातुं नीलगिरौ जातं श्वेतं चन्द्रसमप्रभम्‌ d 
नगनाम्तैव विख्यःतं शिलायां परिपेषितम्‌ ॥ 
मिश्रितं वञ्जलेपेन समादाय च पाणिना। 
लिम्पयेन्मृदुलेपेत स्वच्छमच्छं ART: 
(iii) fere - लिपेत्‌ ST qaaa लेपयेदथवा पुन: । 
दग्ध्वा agian seeing यत्‌ सुधा हि सा॥ 
+ + चूर्ण + + चतुर्थाशमुद्गववाथलवेःसह । 
गुलतोयेन संसिञ्चेत्‌ तच्चूर्णं बालुकान्वितम्‌ ॥ 
++++प्रमाणं हि सुधातुर्याशमानतः। 
कालार्निपक्वकदलीफरूपिष्टं तु योजयेत्‌ ॥ 
. तत्पिष्टस्य प्रमाणं हि सुधावेदांशकं स्मृतम्‌ | 
द्रोण्यां क्षिप्त्वाथसम्मद्यं गते मासत्रये पुनः ॥ 
पेषयेद्‌ दृषदि क्षिप्त्वा दृषदा गुलवारिणा। 
नवनीतमिवायाति यावत्‌ तावत्‌ सुपेषयेत्‌ ॥ 
अथ कुड्यादिकं सम्यग्‌ संशोष्य समतां नयेत्‌ | 
नालिकेरत्वचामग्रेः सुसूक्ष्मं रिथिलीकृतैः ॥ 
पुनस्तद्गुलतोयेन सिक्त्वा नीत्वा दिनाल्पकम्‌ | 
पश्चात्‌ तत्र सुधापिष्टं तत्र दर्व्या विलेपयेत्‌ ॥ 
द्व्याकारविशालादि सर्वमौचित्यभेदतः | 
लौही दारुमयी वाथ इलक्ष्णपुष्ठा भवेदिह ॥ 
तूर्वीपृष्ठभागेन निम्नोन्नतविवजितम्‌ । 
लिप्त्वा पिष्टसुधां सम्यङमन्दं मन्दं पुनःक्रमात्‌ ॥ 
नालिकेरत्वचालिप्य शुद्धतोयसमन्वितम्‌ \ 
शुष्के तस्मिन्‌ वर्णेलेपं कुर्यात्‌ चित्रार्थमेव हि ॥ 


फलकादौ तक्षणेन स्निग्धे qub o विलेपयेत्‌ | 
' सुधालेपो न कर्तेव्यश्चित्राथं फलकादिषु ॥ 
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त्रिप्रकारेष्टिकाचूर्ण त्र्यंशं क्षिप्त्वा मृदस्ततः। 
गुग्गुलं ` समधूच्छिष्टं मुरुकं गुडम्‌ ॥ 
कुसुम्भं तैलसंयुक्तं कृत्वा दध्यात्समांशकम्‌ । 
त्रिभागमग्निदंगधाया सुधायास्तत्र चूर्णयेत्‌ ॥ 


बिल्वजं giaa तत्प्रक्षिपप मषकं कषम्‌ | 


बालुकांशं तंतो दद्यात्स्वानुरूपेण बुद्धिमान्‌ ॥ 
ततः शकलतोयेन प्लावयेत्पिच्छिलेन तम्‌ । 
परिक्लिन्नं समग्रं तन्मासमात्रं निधापयेत्‌ ॥ 
मार्दवं मासमात्रेण गतमुदधृत्य यत्नतः d 


` दद्यात्प्रलेपं निपुणः शुष्कं कुड्ये विमृश्य तु ॥ 
` इलक्ष्णं समं स्ववष्टब्धं निम्नोन्नतविना कृतम्‌ । 
' न चातिघनतां यातं न चातितनुताङ्गतम्‌ ॥ 
"Car शुष्कं भवेत्कुड्यं तत्प्रलिप्तमसत्कृतम्‌ | 


तया मृदा . सर्जरसा तैलभागावियुक्तया ॥ 
लक्ष्णीकुर्यात्प्रयत्तेत लेपनेः इलक्ष्णमज्जन: d 
मुहुमू हुश्च. क्षीरेण सिकूत्वा माजनयत्नत: ॥ 
सद्यः शोषमुपायातं कुड्यं. तन्मनुजेश्वर 
अपि वर्षशतस्यान्ते न wd कहिचित्‌ ॥ 
अनेनव. प्रकारेण द्विविधेवंणकयु ताः । 
क्तव्यार्चित्रवपुषा विविधा मणिभूमय: ॥ 


- कुड्ये शुष्के तिथौ शस्ते रूक्षे च गुणसंयुते । 


च्ित्रायोगे विशेषेण इवेतवासा यतात्मवान्‌ ॥ 
ब्राह्मणान्पूजयित्वा तु स्वस्ति वाच्य प्रणम्य च । 
तद्विदइच यथान्यासं Jes गुरुवत्सलः ॥ 


` प्राङ मुखो _देवताध्यायी चित्रकर्म समाचरेत्‌ | 


इवेतकाद्रवकृष्णाभिर्वतिकाभियंथाक्रमम्‌ u 
आलिख्य स्थापयेद्िद्वान्प्रमाण स्थानके तथा । 
ततस्तु रञ्जयेद्र ङ्गैयेथास्थानानुरूपतः ।। 
इयाम गौरी तथा तस्यच्छविः स्यात्तां प्रदशयेत्‌ । 
तस्याइच ..लक्षणं प्रोक्तं प्राप्ताया नूप विस्तर ॥ 


quad समुल्लक्ष्म लेखालक्ष्म च कथ्यते । 


बापीकपतटोकानि पद्मिन्यो दीधिकास्तथा ॥ 


E नदीतीरं गुल्ममघ्यं तथव च | 
= ` मृत्तिकातांमिति क्षेत्राप्युक्तान्येतानि तत्त्वतः ॥ 
: * तासां वर्ण सितां arafa गौर एव च । 

:-कपिलल्वेति ते निग्धा: सस्ता विप्रादिषु कमात्‌ ॥ 
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(इद्रांशी?)मृत्तिका ग्राह्म। स्थूलपाषाणवर्जिता i 
शाल्मलीमाषककुभमधू कत्रिफलो द्वम्‌ n 
रसं विनिक्षिपेत्‌ तस्यां प्रक्षिप सिकतामपि। 
क्रमुकं (चनका? ) faed सटालोमाति वाजिनः ॥ 
गवां रोमाणि वा दद्यान्नालिकेरस्य(क?व)स्कलम्‌ | 
मृदा संयोज्य मृद्नीयाद्‌ दद्याद वा द्विगुणांस्तुषान्‌ ॥ 
वालुका यावती चापि तावतीं योजयेन्मृदम्‌ | 
भागद्वयं मृत्तिका (à ai) कार्पासांशेन मिश्रयेत्‌ ॥ 
तदेकीकृत्य agri तृतीयमुपरि क्षिपेत्‌ । | 
ूर्वोदितां स(नि?न्नि)धाय ततश्च कटशक रामू ॥ 
क (ल्यं? लकं) विधाय (:? ) चीरेण रूपं तत्परिवेष्टितम्‌। 
तेन निर्यासयुक्तेन कुर्यादाकारमादृतः ॥ 
कटशरकंरया लिम्पेत्‌ कूचेकेन विचक्षणः | 
मृत्तिकाक्वाथसङ्काताल्लेप (क) में प्रशस्यते ॥ 
( रवयेल्लो हस ङ्घातं लसंकार्यसुध्वामध्यये | 
युक्तं पक्षेत संयोज्य मोममान योजयेत N 
अनेपकं समायुक्तं?) aq: स्थानविनाशनम्‌ । 
(iii) sto Jo २३२ लेपकमं प्रवक्ष्यामि aga पूर्वमेव हि। | 
; "xdi रक्तां तथा पीतां मृत्तिकां च समाहरेत्‌ ॥ 
कापिलं तु घृतं क्षीरमतसीमाथमेव च ॥ | 
यवगोधूमचूर्णं तु वर्णं च वसुकघृतम्‌ ॥ 
क्षीरवृक्षत्वचा मिश्रं बकुलं गुडसंयुतम्‌ | | 
aaqa प्रेषणीयं मासं वा पक्षतोऽधिकम्‌ ॥ 
पाषाणगर्भचूर्णं तु सूक्ष्मं कृत्वा समस्तकम | 
पट्टत उद्धरेल्लेपं (mem) मदंयेत्तलवारिभिः ॥ 
प्रक्षिप्तातसीतेलेन सुपिष्ठं कज्जलोपमम्‌ l 
पिण्डान्कृत्वा मुष्टिमात्रानातपे: शुष्कतापितान्‌ T 
आस्फोटिते asam: आतयः सिद्धिकामद: | | 
अतस्तु स्फुटिते पिण्डे बन्धद्रव्यादिक क्षिपेत्‌ ॥ 
सुधायाश्च प्रवक्ष्यामि बन्धनं दलनं तथा d 
शैलजा बन्धका वापि इवेता: पाषाणकोत्तमाः ॥ 


खण्डशश्चेव कत्तेव्या प्रमाणे धात्रिकोपमाः । 
सुसंचिताः क्रमेयुवता आनेया उपलान्तरे ॥ 


तथा वरेष्टिकामध्ये आधाराति afr क्षिपेत्‌ । | 
समस्तं ज्वालयेन्मध्ये यावद्दशनिशान्तकम्‌ ॥ | " 
मल्लिकायावकं कृत्वा स्थूणिकाकारमस्तकम्‌ | | 
श्विपेदूबिल्वरसाद्यं च मासं वा पक्षतोऽधिकम्‌ ॥ 
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(iv) शिल्प० 


. एतानि शुद्धवर्णाति श्यामवर्णं qua च ॥ 


genes वाथ सितमृद्वाय (? ) चूर्णयेत्‌ ॥ 
 कपित्थनिम्बतिर्यासतोयैरालोडय बुद्धिमान्‌ । 


_ शाकोटकत्वचा वाथ केतकीहस्ततोऽपिवा । 


( ३०७ ) 


शिलोत्यार्धकथुक्तं च मई येत्सुधयो त्तमा । 
त्रिचारा उत्तमास्याता रूपार्थेन चतुथिका ॥ e 
अर्चारूपोद्भवा कार्या मानयुक्तिश्च शास्त्रतः । 
afaa त्विष्टिकाबन्धं हस्तपादशीर्षादितः ॥ 
सूक्ष्मे द्रथङ,गुलो लेपः स्थूले त्वङ्‌ गुलमात्रकः | 
farsa च दिनान्ते वा दद्याल्लेपानुलेपनम्‌ ॥ 
सर्वाङ गे लिप्तमात्रं च सूक्ष्मतेजः समुद्भवेत्‌ | 
शीर्षे काचोत्तमखण्डटीकाभरणसंयुता ॥ 
वर्णे रसविशेषां च मसिरेखां समुद्धरेत्‌ । 
अङ्गप्रत्यङ्गकोपा द्ग दृष्टिकाभिरनेकधा ] . 
विचित्रवस्त्रालड कारैभू षितां चित्रकोपमाम्‌ । ; 
स्वभावजैरलङ्कुकारैनं्ककेशादिभिः क्रमात्‌ ॥ 2 
भूङ गहस्ता गजदन्ता बद्धपय्य॑द्ध[संस्थिता। a 
योगमुद्रा करयुग्मे करोद्धतगजादिका ॥ e 
हारकेयूरसम्युक्ता कुण्डलाम्यामलड कृता | 
मालामुकुटशोभाढ्या कत्तेव्या शान्तिमिच्छता। 
भैरवी भैरवो देवः सर्वदेवादितः क्रमात्‌ । 
शास्त्रप्रमाणयुक्ता च शुअवर्णा च तेजसा ॥ 
अथ वक्ष्यामि संक्षेपात्‌ सर्वेषां वर्णलेपनम्‌ । 
संस्कृति च विशेषेण तेषां योगं qua च ॥ 
सितवर्णं पीतवर्णं रक्तवर्ण च कज्जलम्‌ d 


सुधावलिप्तकुडचादौ धवलं वर्णंमालिपेत्‌ | 


मन्दमाळेपयेद भित्तौ फलके वा. यथारुचि ॥ 


यदा .सुस्तिग्धतां याति तदावृत्त्या विलेपयेत्‌ । 
अथवौलूखले गर्ते सुधाचूर्णानि निक्षिपेत्‌ | 
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पटादौ फलकाद्क्तमारगमाश्चित्य लेखयेत्‌ । 

5, gem „ पुराणलोष्ट चूर्णेन शुष्कगोमयचूर्णकान्‌ ॥ 
"wes ` ` ततुल्यशीतजलेनापि योजयेत्‌ पेषणीतले । 
- ५ 55.7. 1: = पिष्ट्वा तेन विधायाशु शोषयेत्‌ किट्टलेखनीम्‌ ॥ 
१०. अण्डकवतनम्‌ py : अथात्र ` प्रकमायाता , कथ्यतेऽण्डकवतना | 
ao, सू; ७४ -कायप्रमांणमपि च जातिभावादिसंश्रयम्‌ n 
= vios अथे (मंधोतिरलिरव्य तोरका सलिवेशयेत्‌ | 
gu : .. तारका?) त्रयमालेख्य तत्रान (न) समायति ॥ 
ic ताव (त्‌) प्रमाणमायामं गोल (क) स्योत्तमं विदुः । 

em ` . तेन गोलकंत्वेन (?) मानोन्माने तु कारयेत्‌ ॥ 

; T ` _ मुखाण्डकस्य विस्तारो (लेप?) षट्केन सम्मितः। 
gat . faded तु(? ) गोलका: सप्त वापीसंस्थानमेव च । 

E oer मुखाण्डकमिदं ` श्रेष्ठं mi चित्रकर्मणि । 

| Terres! vc त्रिकोटि वृत्तमाललेख्यं वृत्ताण्ड (क)मिति क्रमात्‌ ॥ 
i j "E (भावाण्डकान्यय s m: सोहस्याभिप्रस्तवेडकम्‌ ) । 
pees e ` = ` गोलार्धाभ्यभिकं कार्यं (पूर्वेस्तोत्तद्विचक्षण: ? ) ॥ 
४ ` : 5 अधंगोलकंमायामादलसाण्ड मुच्यते 
` नबगोलकदैरघ्यं तदद्वहासमुखं (?) भवेत्‌ ॥ 

' पुसां षडा (दात्तं?यत्तं) मानं विस्तारात्‌ पञ्चगोलकम्‌ | 

$ वनिताण्डकमालेख्यं नालिकेरफलोपमम्‌ ॥ 
Vo C ` चंतुर्गोलकविस्तीर्णमायतं पञ्चगोलकान्‌ । 
॥ ` .: शिशनामण्डकं. तावत्‌ कतंव्यं चित्रकर्मणि ॥ 
:« ` (हास्योभिःप्रस्नंवेत? ) तस्य गोलकार्धान्‌ विशेषयेत्‌। 

soa im "va _आलस्याण्डकमेप्येवं रोदनं तद्वदेव qud 
mu c WES E षडगोलक (प्र) विस्तारमायतं सप्तगोलकम्‌ | 
Ee cote  कुर्याच्चन्द्रमण्डलसबन्निभम्‌ ॥ 
! 07 20. ® ` (हस्योभिः seda?) तस्य गोलकार्धान्‌विशेषयेत्‌। 
pe i Y दैवाण्डकं प्रमाणेन तदालस्येऽत्र कीतित: (?) ॥ 
**घड्गोलक (प्र) विस्तारं गोलकाष्टकमायतम्‌ । 
> aad समालेख्यं दिव्याण्डकमिति स्मृतम्‌ ॥ 
> कू E nA अथाभिधीयते दिव्यमानुषाण्डकवि?लक्षणम्‌ । 
o ` ``  ** 'गोलकार्धाधिक (भे?त)च्च कार्य मानुषमानतः ॥ 
` ' ` पञ्चगोलर्कावस्ती्ण षड्गोलकसमायतम्‌ । 
',मुखाण्डं मानुषं कृत्वा विटी । 
शिशुकाण्डकमानेन प्रमथानां मुखाण्डकम ॥ 
CTT । 75 'र्‍राक्षसाणंडकमानेन यातुधानाण्डकं भवेत्‌ ॥ 
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११. चित्रकर्मणि देवादीनां 
अ. शरीर-प्रमाणम्‌ 
(i) स० Wo ७५ 


. ब. हंसादिपळ्चपुरुंषलक्षणानि 


(ii) faao 


( ३०९ ) 


_दानवस्याण्डकं कुर्याद्‌ देवानां वदनोपमम्‌ । 
गन्धर्वनाग्रयक्षाणां तद्वदेवाण्डकं भवेत्‌ ॥ 
विद्याधराणां विज्ञेयं दिव्यमातुषमण्डकम्‌ | 
अथमानसमुत्पत्तिर्यथावदभिधीयते u 
देवानां त्रीणि रूपाणि सुरजो + + कुम्भको । 
स्याद्‌ दिव्यमानुषस्यंकं शरीरं दिव्यमानुषम्‌ di 
असुराणां त्रिधा रूपं चक्रमुत्तीर्णकं तथा । 


Sat: THE: कूर्म (त्रिदिवौ? afud) रक्षसां पुनः ॥ 


पुसां रूपाणि qsa स्युस्तान्युच्यन्ते यथाक्रमम्‌ । 
. (हंसः सासाप्ररूचको भक्तामालाव्य एव च॥ 
कुयस्वविद्विधौ ज्ञेयो मेषो वृत्तकरस्तथा !) । 
वामतास्त्रिविधा ज्ञेयाः सपिण्डास्थानपद्मकाः ॥ 
(कूइ्माण्डकर्वटस्तियंक + + + + प्रथ मतः? ) | 
मयूरः Hae: काशः किन्न रस्त्रिविधो भवेत्‌ ॥ 
(वालकापौरूषीवृत्ता + + + दण्डका तथा। . - 
त्रयः(?)पञ्चवा प्रोक्ता:समस्तारिचित्रवेदिभिः ॥।, | 
भद्रो मन्दो मृगो मिश्र इति हस्ती चलुविधः। -: 
जन्मतस्त्रिविधं प्राहुगिरिनद्यूषराश्रयम्‌ ॥ -- 
द्विविधा वाजिनो रथ्याः पारसादुत्तरान्ततः DO 
सिहाइचतुधां शिख र्‌विलगुल्मतृणाश्रयाः U 
' व्यालाः षोडश निदिष्टा हरिणो TAR: शुकः ॥ - 
EI सिह्यार्दलवकाजागण्डकोगजा: । :5 
क्रोडाइवमहिषश्वानो मर्कट: खर. इत्यमी ॥ `: 
[एसामिन्दमासं यं याम्यनक्रतवारूण |... 


वायव्यां सौम्यमित्युक्तं जज्ञिपातमिहव्यवार ॥ ` | 


नतस्तमिहर्भामः सिषद्या सूकरोऽपि Tie 
पशुर्गो: सुसुमारूश्‍्च . गजमेषश्चतुमंख? ) 
तुरङ्गसिंहशादू लमेषाइचेत्यत्र sett 


विज्ञेयाः पुरुषाः पञ्च तेषां = 
_उच्छायायामतुल्यास्ते सवं Hr 
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AG ल्फन्तच्रतुर्भागं पादोच्छायः प्रकीतितः | 
द्वौ च तालौ तथा जङ्के पादतृल्ये च जानुनी ॥ 
जङ्कातुल्यौ तथा चोरू नाभिस्तालं तु मेढत: । 
तावच्च नाभिहुदयं हृश्यात्कण्ठ एव च॥ 
कण्ठस्तालत्रिभागः स्यात्तालं च वदनं भवेत्‌ | 
तालषड्भागमप्युक्तं ललाटोपरि मस्तकम्‌ ॥ 
मध्ये मेढ तु विज्ञेयमिति दैर्ध्यं प्रकीतितम्‌ | 
तालः प्रोक्तः करो WIA सप्तदशा ङ्ग,लौ ॥ 
प्रबाहू तावदेवोक्तो वक्षसोर्धमथाष्टकम्‌ । 
एतदायामतः प्रोकतं मानं हंसस्य पार्थिव ॥ 
अनेनैवानुसारेण शेषाणामपि कल्पयेत्‌ । 
आयामपरिणाहामभ्यां समाः सर्वे नराधिप ॥ 
सामान्यतस्ते नृपवर्य मानं प्रोत्तं मया हंसनराविपस्य | 
प्रत्यङ्गमानं च मयोच्चमानं समासतस्त्वं ATT राजासिह्‌॥ 
स. चित्रकर्मणि मूर्यंवयवप्रमाणं तदनुसा?ण मधक्षहंसमालव्यादिवर्णनम्‌-वि० To 
अथ प्रत्यङ्गविभागो भवति तत्र SSA ATU Ml Fat | चतुरद्ध लोच्छ [TAA a 
ललाटम्‌ । शङ्खौ चरङ्ग,लौ cag लोच्छ यों पञ्वाङ्ग,लो गण्डौ चतुरज्ध लो हनुः । 
दम डर _लौ कणौ चतुरङ्ग.लोच्छायौ । कर्णमध्याङ्ग,लं तद्रन्भ्रमुदकम्‌ । पालिरनियमेन । 
(कर्णस्य लुटिक।पालिः) नासा चतुरङ्ग.ला अग्रे Eg लोच्छाया त्रिकायामा च नासा- 
पुटावंगुली विस्तारौ द्विगुणद्विगुणायामौ । नासौष्ठमध्यमर्धाङ्ग,लम्‌ । ओष्ठश्चाङ्ग,लः । 
चतुरङ्ग,ल!याममास्यम्‌ । अधरोङ्ग,लं gage चिबुकम्‌ । चत्वारिशहन्ता: । नेष्वष्टौ 
दंष्ट्राः | अर्धाङगु लोच्छिता दन्ताः । अङ्ग लद्वादशभागिका दंष्ट्रा । अङ्ग_लविस्तृते 
AS ANA नेत्रे । नेत्रत्रिभागं कृष्णमण्डलम्‌ । पज्चभागास्तारा । अर्धाङ्ग_लिविस्तृते . 
AS लायामे श्रुवौ | तयोहंय ङ्ग ,लमन्तरम्‌ । चतुरङ्ग लं नेत्रास्तकर्णविवरम्‌ | दशाङ्ग_ल- 
विस्तृता ग्रीवा । एकविशत्यङ्ग,लपरिणाहा Teas a स्तनान्तरम्‌ | Wu a स्तन- 
जत्रवन्तरम्‌ | षोडशबाहुपूलपरिणाहः । gaat सप्ताङ्ग d करतलम्‌ । पञ्चाङ्ग, लं 
विस्तृतं पञ्चाङगुलप्रमाणा मध्यमिका । तत्पूवदलहीना प्रदेशिनी d तत्तुल्या चानामिका । 
तत्परिहीना कतिष्ठिका सर्वाः समत्रिभागपर्वाः ) पर्वार्धा नवा: । AS AAS ष्ठं 
fara: | जठरपरिणाहो द्वा वत्वारिश्ञांगुल: । वेद्यप्रमाणाम्य ag at नाभि:। कटिरष्टादशां- 
गुला विपुला । तत्परिधिश्चत्वा रिशत्‌ । चतुरद्ध ,लविस्तृती वृषणौ | षडङ्ग ei तावत्परिणाहं 
ASA । तन्मध्यत ऊह्‌ gest । तद्द्विगुणपरिणाहा द्ध लव्रियुले जानुनी । तत्‌त्रिगुणपरिणाहं 
NEU । Toast चतुदेशयरिणाहं ` द्वादशदीघोः qsg लविस्तृतौ पदौ 
त्रिकायताज्ञ o । अड गुष्ठ तुल्या प्रदेशिनी । तदष्टांशोना: शेषा: | अद्भू लचतुर्भा ग- 
ह।नोऽङ्ग,ष्ठनखः। तदधंप्रमाणं प्रदेशिन्याः । तदष्टभाग: शेषाणाम्‌ । सर्वपादमङ्ग,ल- 
MOAT MAT | व्यज्ञ ले पर्णी, चतुरज्ञ,लोच्छायौ इति हंसप्रमाणं भवति । भवन्ति 
चात्र । शेषाणां पाथिवेः्द्राणां मानं युवत्या प्रकल्पयेत्‌ अनेनेवानुसारेण स्वमानस्यानुसा रतः | 
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यः चित्रकर्म प्यंगप्रत्यज्ध म।नेन 
स्त्रीणां निर्माणम्‌ । ` 


x 


3 


व सामान्यमानवर्णनम्‌ 


'पद्मपत्रनिभं नेत्रं णन 
` शशाकृतिं च विज्ञेयं तश 


( ९१९ y 


मधक्षरचन्द्रगोरस्तु नागराजभुजो वली । 
हंसगामी सुमध्यरच हंसश्च सुमुखो भवेत्‌ ॥ 
रोमरुद्धकपोलस्तु गजगामी  महामतिः | 
वृत्तोपचितबाहुस्तु भद्रः पद्मनिभो भवेत्‌ ॥ 
मुद्गश्यामस्तु मालव्यः कृशमध्यस्तनुच्छवि: । 
श्राजानबाहुः पीनांसो दन्तघोणो महाहनुः ॥ 
शरद्गौरस्तु रुचकः कम्बुग्रीवो महामतिः । 
सत्यस्तु fanaa बलवांश्च प्रकीतितः ॥ 
रक्तश्यामस्त्‌ शशकः किड्चित्कबु रकस्तथा d 
पूर्ण गण्डड्च चतुरो. मध्वक्षश्च प्रकीतितः ॥ 
अद्गप्रत्यङ्गमातेन यथा पञ्च नराः स्मृताः । 
स्त्रियः पञ्च तथा ज्ञेयास्ता एव मनुजोत्तम ॥ 
पुरषस्य समीपस्था कर्तव्या योषिदीइवर । 
नरस्कन्वप्रमाणेन कार्यका सा यथामिति॥ 
ag लो द्वौ नरातक्षामं स्त्रियो मध्यं विधीयते । 
अधिका च कटिः कार्या ada qug लम्‌ ॥ E 
उरःप्रमाणतः sat स्तनौ नृप मनोहरौ। 

नृपाइच सर्वे कर्तव्या महापुरुषलक्षणाः ॥ 
जालपादकराः कार्यास्तथा वे चक्रवतिनः। 

उर्णेयं च AAAA तेषां कार्य तथा शुभम्‌ ॥ $ 
रेखाश्च करयो: कार्यस्तिस्नो राज्ञां मनोहरा: । 
शशक्षतजसङ काशाः सशस्त्रा व क्षामकोटकाः |; 
तदङ्गभङ्िनः सूक्ष्मा निजस्नेहाम्यलडकृता: | 
घनेन्द्रनीलसदृशाः केशाः कार्यास्तथा शुभाः ॥ 
कुन्तला दक्षिणावर्तास्तरङ्गा सिहकेसराः। 
वर्धरा जूटटसरा इत्येताः क्रेशजातयः ॥ 
चापाकारं भवेन्नेत्रं मत्स्योदरमथापि वा। 
नेत्रमुत्पलपत्राभं पद्मपत्रनिभं तथा ॥ 
शानाकृतिमंहाराज पञ्चमं परिकीतितम्‌ 
चापाकारं भवैन्नेत्र प्रमाणेन यथा 
'मत्स्योदराख्यं कथितं तथा | s 
नेत्रमुत्पलपत्राख्यं प्रमाणात्षड्य 


ल. चित्रकमेणि देवतानेत्राद्यंग- 
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मत्स्योदराकृति कार्य नारीणां कामिनां तथा । 
नेत्रमुत्पलपत्राभं निविकारस्य शस्यते ॥ 
त्रस्तस्य रुदतरचैव पद्मपत्रनिभ॑ भवेत्‌ । 
age ` वेदनान्तस्य नेत्रं शराक्कतिभंवेत्‌ ॥ 
ऋषयः. aaa देवताइच नराधिप। 
स्वप्रभाभरणाः कार्या द्यृतिमन्तस्तर्थेव च ॥ 
मुष्णन्तस्तेजसां तेजः परेषां TATA | 


+` सम्यर्विचार्यं नृपतिः स्वधिया यथोक्तं ह्येतत्प्रमाणमनुरूपमनिन्दितं T 


स्थानैरनेककिरणे: स्थिरभूमिलम्भैः कार्यं तदेव सकुमारमजिह्यारेखम्‌ ॥ 


वणनम्‌ fao Ho 


ेत्रमुत्पलप्त्राभं रक्‍तान्तं कृुष्णतारकम्‌ । 
sau दीर्घपक्ष्मान्तं मनोज्ञं . नृपसत्तम ॥ 
देवतानां .करं राजन्‌ प्रजाहितकरं . भवेत्‌ । 
समे गोक्षीरवर्णाभि स्निग्धे जिह्याग्रपक्ष्मले ॥ 
get Aana मनोज्ञे प्रियदर्शने । 
कृष्णतारे. विशाले च नयने AJET ॥ 
"qud. सुसम्पूर्णं प्रसन्नं शुभलक्षणम्‌ | 
अत्रिकोणमवक्रं च अधिकारमुखं भवेत्‌ ॥ 
दीर्घमण्डलचक्राणि त्रिकोणादीनि याचि च। 
वर्ज्यानि तानि देवानां प्रजासु शिवमिच्छता ॥ 
कार्या ` हँसप्रमाणेत देवा यदुकुलोद्वह । 
तेषां च  लोमकत्तंव्यमक्षिपक्ष्मसु च श्रुवोः ॥ 
अतः शेषेषु गात्रेषु देवाः स्युर्लोमवजिताः । 
द्विरष्टवर्षाकाराइच तथा कार्या दिवौकसः ॥ 


: प्रसन्नवदना नित्यं तथा च स्मितदष्ट्य: । 


मुकुटैः . quede: PRIANT ॥ 
भूषितास्तेऽथं - कर्तव्याः शुभस्रगृदामधारिणः । 


` श्रोणीसूत्रेण ^ महता पादाभरणचारिणा di 


'यज्ञोपवीतवन्तशच सावतंसास्तथैव च । 
जान्व्रधोलम्बिना कार्याः शोभिना कटिवाससा ॥ 


` वामे ¦ मनुजशादल दक्षिणं जानु दर्शयेत्‌ । 


-अंशुकं च तथा कार्यं देवतानां मनोहरम्‌ I 


` प्रभा. च. तेषां कतंव्या मूर्ध्निं मूर्ध्नः प्रमाणतः | 


मण्डलाभा महाराज देवतातोऽनुकारिणी ॥ 
ऊर्ध्वा 7 दृष्टिरघोदृष्टिस्तिर्थक्‌ तेषां विवजंयेत्‌ | 
हीनाधिका वा दीना वा क्रुद्धा रूक्षा तथैव च ॥ 


` ' ऊर्ध्वा तु मरणायोक्ता शोक़ायाधः प्रकीतिता | 
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तियेग्धनविनाशाय हीना भवति मृत्यवे ॥ 
अधिका शोकजननी दीना च नृपसत्तम | 
. रूक्षा धनक्षयाय स्यात्कृद्रा भयविवधिनी ॥ 
शातोदरी न der न कार्या चाधिकोदरी । 
सुक्षता च न कर्तव्या तथा यदुकुलोद्वह ॥ 
हीनाथिकप्रमाणा च saani aĝa च। 
विवृतेन च वक्त्रेण नता च यदुनन्दन ॥ 
प्रमाणहीनेरङ्गश्च त्वधिकरपि पार्थिव । 
_ शातोदरी क्ष॒द्भयदा मरणायाधिकोदरी ॥ 
aaa मरणायोक्ता हीना धनविनाशिनी। 
अधिका शोकजनती seat भयप्रदा ॥ 
. विवृत्तेन -च वक्त्रेण कुलनाशकरी भवेत्‌ । 
प्राच्याभा धननाशाय दक्षिणेन च मृत्यव ॥ 
पर्चिमेन सुतघ्नी च चोदग्भयविवृद्धये | 
प्रमाणहीना नाशाय अधिका देशनाशिनी ॥ 
अइलक्ष्णा मरणायोक्ता कुद्धा रूपविनाशिनी | 
प्रमाणहीनां प्रतिमां तथा लक्षणवजिताम्‌ ॥ 
आवाहिताञ्च faigataa दिवौकसः । 
आविशन्ति तु तां नित्यं पिशाचा देत्यमानवाः |i 
तस्मात्सवंप्रयत्तेत मानहीनां विवर्जयेत्‌ । 
चित्रलक्षणसंयुवतं प्रशस्तं सवंमुच्यते ॥ 
आयुष्यं च यशस्यं च घनधान्यविवर्धनम्‌ | 
तदेव लक्षणापेतं धनधान्यविनाशनभ्‌ ॥। 
देवा नरेन्द्र कतंव्या: झोभावन्तः सदेव gl 
मुगेच्रवृषनागानां हंसानां गतिभिः समाः ॥ 
सलक्षणं चित्रमुशन्ति धन्यं देशस्य कतु वसुधाधिपस्य । 
तस्मात्प्रयत्नेन सलक्षणं तत्कार्यं RARA |W 


सहितार्चित्रकर्मणो नव भेदाः 

_शुभाकारविहाराणि नानावणंधरा 
नव स्थाताति ख्पाणां AY तान 
` ऋज्वागतं | भवेत्पूर्वं dn er 3 


णि 
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एतान्यनेकभेदानि नव स्थानानि भूषिते। E 
एकैकस्येह भवतः CEU मे नृप लक्षणम्‌ ॥ 

तत्राभिमुख मेवादौ स्पष्टमानगुणान्वितम्‌ | 


सुसम्पूर्ण gig सुलक्ष्णमलवतंकम्‌ u 
सुशुद्धं मधुरं स्पष्टरेखासंस्कारभूषितम्‌ | 
यद्भवेत्स्थानमक्षीणगात्रं पृष्ठगतं तु तत्‌ ॥ 
मुखस्यादावतोऽक्षीणं वक्षस उदरं तथा i 
कट्या च स्कन्धदेशाच्च ऊरुतश्च क्षयंगता ॥ 
नासापुटाधरोष्ठानां चतुर्थाशं च बुद्धिमत्‌ d 
क्षयं नीतं त्रिभागं च यस्य गात्रेभ्य एव च di 
कान्तारूपं परं स्थानं स्थानलम्भोपपादितम्‌ । 
एतदेवजु तामोक्तमनेककरणान्वितम्‌ a 
यत्तियंग्भूमिलम्भेन नेत्रहारि सुवतनम्‌ । 
सुकुमारं चतुर्भागं क्षीणं सर्वाद्गशोभनम्‌ ॥ 
अध्यर्ध श्रूललाटे चाप्यध्यर्घं घ्राणमुत्कटम्‌ । 
भागक्षयावशेषार्घ कलापक्षीणलोचनम्‌ ॥ 


कलावलुप्तञ्रूलेखं लिखितं स्िग्धलेखया | 
न च छायागतं कालं न चावऋजुकापनम्‌ |! 


खेकारिकत्वाच्च नृप साचीकृतमिहोच्यते | 

ad नेत्रं मुखे यस्य लुप्तमवश्रुवे तथा ॥ 

भङ्गो ललाटमात्रश्‍च दृश्यानां सारमेव तु। 

मात्रार्धा चैकतो गण्डं दुश्यमर्धकृतक्षयम्‌ ॥ 

mag कण्डरेखाया यवमाविष्कृतं हनोः । 

Sea seat मुखं लिप्तं न।भ्यास्याच्छिष्टमङ्भ AA ॥ 

AİN च कटी अन्यच्च दर्शनीकृतम्‌ ॥ 

अध्यर्धाक्षं परिज्ञेयमाकारेणेवमादिना ॥ 
च्छायागतमिति प्रोक्तं पर्यायेणंतदेव तु | 
यस्यावलोक्यते Wea दक्षिणं सव्यमेव वा ॥ 
कृत्स्नमन्यक्ष॑यातं तदङ्गमङ्गगतिस्तथा | 
'एकाक्षमेकञ्रूलेखमरनामा _ ललाटवत्‌ ॥ 

एकं श्रोत्रं यद्धं स्याच्चिबुकार्धं शिरोरूहम्‌ । 

| गृहीतमानलावण्यमाधुर्यादिगुणान्वितम्‌ ॥ 
Lees पाइ्वागतमिति प्रोक्तं तत्स्याच्डित्तिकसंज्ञितम्‌ | 
' अपाक्रुद्धे कलक्षीणे कण्ठदेशे तथैव qF 
` बाहुगण्डललाटेषु कालाख्यं क्षयमागतम्‌ । 


^ 


बाहुवक्ष: कटितटस्थितिगु ० ००० ५०० ००० [| 
द्विकलं द्विकलं ज्ञात्वा यथाभागं कुषीकृतम । 
अनुरूपप्रमाणेन नातितीक्ष्णाङ्गमेव च ॥ 
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एतद्गण्डपरावृत्तं स्थानं च परिकीतितम्‌ । 
पृष्ठतो यदपि व्यक्तं देहबन्धं मनोहरम्‌ ॥ 
वत्रशरुकुटिसर्वज्ञसर्थिबन्धनमेव | "I 
ईपच्च दशितापाङ्गकपोलजठरे पुन: ॥ 
` प्रकाशितँकपार्वेत सुस्थिरं दृष्टिहारि च । 


स्वहीनमानला वण्यमा धुर्यादिगुणान्वितम्‌ u ह 
| लेखेषु पुस्तदेशेषु पृष्ठागतमिति स्मृतम्‌ । > 
e _यस्योधंमद्धपत्येने भागेन समवस्थितम्‌ ॥ T 
| , स्थितेष्याभमुखर्वा ळू परिवृत्तिवशाद्भवेत्‌ । me 
| किञ्चिच्छायागतौ कार्यावुपरिष्टादधः पुर: ॥ a 

अर्धाधेगतसारूप्यं चिरसग्राम्यसंह्थितम्‌ । £ 


मध्येन नेत्ररम्येन यथायोगविलोपिना ॥ FE 
fas दधतः कार्यं परिवृत्तं ed 
समग्रदृष्टिस्िग्देशं दष्टपादतलं तु यत्‌ ॥ 
. ऊर्ध्वतः क्षीणदृष्टार्घं दृश्या शेषं कटिस्थलम्‌ | 


- लुप्तपादाङ्ग_लितलं दुश्याशेषतलद्वयम्‌ ॥ 
qub सुसम्पूर्णणभयानकदशनम्‌ । 
प्रकाशीकृतबाहुञ्च सुदष्टमुख कन्धरम्‌ ॥ 


लुप्तं जद्धैकतो ज्ञेयं नाम्ता स्थानं समानतः। 
नीचाच्येतानि सर्वाणि तथोक्तैरभिराजितम्‌ ॥ 
लक्षितैलंक्षितव्यानि त्वथानुक्रमशो नव। 
एषां प्रज्ञावशेषेण विकाराणि बहून्यपि ॥ 
एकैकशश्च भूभागैः कर्तव्यानि यथावधि। 
त्वया सन्तः समासाद्य सम्यङ, मानं तु भूतले ॥ 
। स्थानानीमानि मानाथंगुणेलेख्यानि यत्ततः । 
rH ; नवैवैतानि दुष्टानि सर्वभावेष्वनिन्दित ॥ 
E 1 स्थानानि नाधिकमतः परमस्ति fg किचन l 
| न जीवलोकं परिक्रम्य सततं स्थाणुजङ्गमम्‌ | 
उत्तमाधममध्येषु प्रमाणगुणतः 

चित्रं विचित्रं त्रिविधं प्रमाणं त्रयमेव 

| क्षयवृद्धी च कात्स्येन मया तेः 
'क्षयवृद्विविधिश्च अतः परं प्रवक्ष्यामि क्षयवृ 
vnm चित्रविद्भिरसंज्ञेयं 3 
त्रयोदश विधेवात्र | 
स्थानानां | र्‌ 
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dd गण्डपरावृत्तं पृष्ठागतमथापि च॥ ! 


qaia च विज्ञेयमुल्लेप॑ चलितं तथा | 


उत्तानं वलिलं चेति स्थानानि तु त्रयोदश ॥ । 
कार्याण्येतानि सर्वाणि नामसंस्थानतो FT| 
मण्डलानीह वेशाख प्रत्यालीढक्रिया क्रमैः ॥ 


समाइचाद्धंसमाः पादाः सुस्थितानि चलानि च । 
समासमपदस्थं च द्विविधं स्थानकं भवेत्‌ ॥ 


तद्गत्वा पदभूयिष्ठ स्थान समपद HAH | 
मण्डलञ्च द्वितीयं स्यात्स्थानान्यन्यानि यानि च ॥ 


तात्येकसमपादानि विचित्राणि चलानि a 
तत्र वेशाखमालं।ढं प्रत्यालीढं च धन्विनाम्‌ ॥ 
चित्रगोमूत्रकगतं विषमं खड्गचामिणाम्‌ । 


| 
9 
"m 


चलितं खलितायस्तमालीढेकपदक्रमम्‌ ॥ 
शक्तितोमरपाषाणभिन्दिपालादिधारिणाम्‌ । 
सवल्गितं चक्रशूलगदाकुणपधारिणाम्‌ ॥ 


एकपादसमस्थानं द्वितीयेन तु विद्गलम्‌ । 
शरीरं च सलीलं स्यात्सावष्टंभैः कवचिद्‌द्रृतम्‌ ॥ 
लीलाविलासविश्रान्तं विशालजघनस्थलम्‌ । 
स्थिरेकपादविन्यासं स्त्रीरूपं fafaga: ॥ 
प्रमाणहीनस्तु जनोऽनुभूयात्कालस्य भावस्यवलात्पृथिव्याम्‌ । 
ie इति प्रचिन्त्यात्मधिया बुधेन कार्य प्रमाणंक्षयवृद्धियोगे ॥ 
१३-चित्रे देवनूयषिगन्धवेदत्यदानवादीनां सायुधानां सपरिच्छदानां निर्माणदेशविशेषा- 
सुरूपासनशयनयातवेशसरित्सागरवाहतशलशिख रसद्वीप भूमण्डलशङ्कपदझादितिधिसचन्द्र- 
सक्षेत्ररात्रि सन्ध्या दिनिर्माणम्‌वि०ध०— 


यथा देवस्तथा चित्र कतव्य: पृथ्वीश्वर । 
एकक रूपके लोम कतंव्यं पृथिवीक्षिताम्‌ ॥ 
RUA सगन्धर्वा द॑त्याशच AZTAT: 
afama महाराज सांवत्सरपुरोहितौ ॥ 
कार्या भद्रप्रमाणेन ब्राह्मणाश्च नरेइवर । 
RANA कर्तव्या जटाजूटोपशोभिताः ॥ 

; कृष्णाजिनोत्तरासङ्गा दुर्बलास्तेजसा युताः । 
देवताश्चापि गन्धर्वा मुकुटेन 
कतव्यास्ते. महाराज 
्र्मवचंस्विनो विप्राः शुक्लाम्बरधरास्तथा ॥ 
मन्त्रिणश्च महाराज सांवव्स रपुरो हितौ | 
सवांलङ्कारसयुक्तानेवोलवणविभूषणान्‌ ॥ 
कुटेन विहीनास्तु सोष्णीषका कारयेच्च तान्‌ | 
RUIISW Salata कतंव्या भ्रकुटीमुखा: ॥ 


विवजिता: ॥ 
शिखरेरूपशोभिता:। 
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| वतु लाक्षास्तथा कार्या भीमवकत्रस्तथव च | - 
। तेषामभ्युद्धतो वेषः कर्तव्यः पशथ्चिवीपते ॥ 


| सद्र्रमाणाः कतव्यास्तथा विद्यावरा नव | | 
l सपत्नीकाशच ते कार्या माल्यालङ्कारधारिणः ॥ 
खड्गहस्तारच ते कार्या गगने वाथ वा भवि | 


मालव्यपरिमाणेन किन्तरोरगराक्षसाः 
रुचकस्य प्रमाणेन यक्षाः कार्या नराधिप | 


शशकस्य प्रमाणेन प्रधानं मानवं fag ॥ 
| पिशाचा वामनाः कुब्जाः प्रमथाइच महीभज: | 
मानन्नियमतः कायं रूपत्तियमतस्तथा | 
स्वानुरूपप्रमाणाश्च सर्वेषां योषितः स्मृताः । | 
किन्नरा द्विविधाः प्रोक्ता नुवकत्रा हयविग्रहमः ॥ | 
नृदेहाइचाइववकत्राइच तथान्ये परिकीतिता: । । 
अश्ववकत्रास्तु कतंव्याः सर्वालद्भारधारिण: ॥ | 
गीतवाद्यसमायुवता द्युतिमन्तस्तर्थंवं wq 
उत्कचा राक्षसाः कार्या विकलाक्षा विभीषणाः ॥ 


देवाकाराञ्च कतंव्या नागाः फणविराजिताः | 
सालङ्काराः स्मृताः सवं यक्षास्तेऽभिहिता मया ॥ 


सुराणां प्रमथाः कार्याः प्रमाणेन विवर्जिताः । 
पिशाचाश्च तथा कार्या प्रमाणेन विवर्जिताः ॥ 
नानासत्वमुखाः कार्या देवत।नां तथा गणा: । 


नानावेशा महाराज नानायुधधरास्तथा di 
नानाक्रीडाप्रसक्ताइच नान।कमंकरास्तथा | 


एकरूपास्तु कर्तव्या वैष्णवानान्तथा गणा: ॥ 
तत्रापि तेषां कर्तेव्या भेदाइ्चत्वार एव च। 
वासुदेवसमाः कोर्या वामुदेवगणाः शुभाः ॥ 
संकर्षणेन सदृशास्तद्गणाइच तथा स्मृताः | 
र्ुम्नेनानिरुद्वेत तद्गणाः सदृशास्तथा ॥ 
तत्प्रभावाः स्मृताः सर्वे तदायुधवरास्तथा। 
नी लोत्पलदलश्यामारचन्द्रशुस्तर्थैव च॥ 
तथा मरकताकाराः सिन्दुरसदुशप्रभाः । 
रुचकस्य तु मानेन वेश्याः कार्यास्तथा स्त्रियः 
वेञ्यातामुद्धतं वेशं कायं श्रङ्गारसम्मतम्‌ 
मालव्यमानतः कार्या लज्जावत्यः 
नात्युन्नतेत वेशेन साळङ्काराः 
दैत्यदानवयक्षाणां नां 
रूपवत्यस्तथा कार्या 


> जज 
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पिशाचानां च पत्त्योऽपि कार्यास्तद्रूपसंयुताः । 
विभतृ कास्तु कर्तव्या स्त्रियः पलितसंयुताः ॥। 
शुवलवस्त्रपरीधानाः सर्वालङ्काररवाजताः । 
कुब्जा वामनिका वृद्धा तथा रूपवती भवेत्‌ ॥ 
राजस्त्रीणां परीवारे वृद्धः स्यात्कञ्चुकी पुनः । 
रुचकस्य तु मानेन gami विधीयते ॥ 
शशकस्य तु मानेन wa TT च । 
यथा जात्यनुरूपेण वेषेण मनुजेश्वर ॥ 
दैत्यादियोषितां कार्याः परिचारस्त्रियः सदा । 
महाशिरा महारेस्को महानासो महाहनुः ॥ 
पीनस्कन्धभूजग्रीवः परिमाणेन चोच्छितः । 
त्रितरङ्गललाट्च व्योमदृष्टिमेहाकटि: n 
दृप्तङ्चित्रविदा कार्यः सेनायाः पतिरूजितः | 
योधा कार्या महाराज प्रायशो भ्र कुटीमुखाः di 
किज्चदुद्धृतवेशाइच कार्याश्चोद्धतदशना: । 
अभ्युद्गताइच कतंव्या आयुधीया: पदातयः d 
खड्गचरमंधराः कार्याः कर्णाटकवपुधेरा: । 
वरबाणधरा: कार्या नग्नजद्धाइच धन्विनः ॥ 
नात्युद्धतेन वेषेण सोपानत्कास्तर्थव ते । 
यथोक्तलक्षणा: कार्याः कुञ्जरास्तुरगादयः di 
हस्त्यारोहास्तु कतंव्या मुहुः इ्यामास्तु aia: । 
केशश्च FEU: सालङ्कारास्तर्थव च ॥ 
उदीच्यवेशाः कतंव्यास्तुरगाणां तु सादिनः । 
उद्धतेन तु वेषेण कतंव्या बन्दिनस्तथा d 
सिरादशितकण्ठाइच तथंवोन्मुख दृष्टयः | 
आह्वानकास्लु कतंव्याः कपिलाः केकरेक्षणाः | 


` किञ्चिद्दावसङ्काशाः प्रायशो दण्डपाणयः | 


न केकरान्त कपिलान्युद्धे इंद्वान्समालिखेत ॥। 
नात्युन्नतेन वेषेण न च शान्तेन शस्यते । 
mingan खड्गेन प्रतीहारस्तु दण्डवान ॥ 
संवेष्टितरिरस्काश्च कर्तव्या वणिजस्तथा । 
गायना नतका थे वा वाद्यवादविशुद्ध ये ॥ 
उदूधतेन g वेषेण कार्यास्ते मनुजोत्तम । 
आसन्तपलिताः कार्याः स्वभूषणविभुषिताः ॥ 
पौरजानपदाः श्रेष्ठाः शुभवस्त्रविभूषणाः à 
agasan: प्रह्वाः स्वभावप्रियदशिनः 1 
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स्वकर्मोपस्करव्यग्रः कार्यः कर्मकरो जनः | 
प्रांशवः damara पीनग्रीवशिरोधरा: H 
उग्राइच नीचकेशाइच मल्ला: कार्यास्तथोद्धताः | 
वृषाः केसरिणशचेव याश्चान्याः सत्त्वजातयः N 
यथाभूमिनिवेशःस्ते लोकं दुष्ट्वा नराधिप | 
एतद्रूपसमुद्देशमदृष्टानां तवेरितम्‌ ॥ | 
दृष्टं ques कार्यं सर्वेषामविशेषतः | 
चित्रे सादृश्यकरणं प्रधानं परिकी तितम्‌ 11 
. S€WT रूपं यथावेशं वर्णं च मनुजोत्तम । 
देशे. देशे नरा: कार्या यथावत्तत्समुःद्भवाः ॥ 
देशं नियोगं स्थानं च कर्मं बुध्वा च यत्नतः | 
आसनं शयनं यानं वेशं कार्यं नराधिप ॥ 
सरितां सशरीराणां वाहनानि प्रदर्शयेत्‌ । 
पूर्णकुम्भकराः कार्यास्तथा नामितजानवः !। 
शैलानां frat मूध्नि दर्शयेन्मनुजोत्तम । 
द्वीपानां च करें: कार्यं तथा भूमण्डलं शुभम्‌ ॥ 
Pe ना यात राजंस्तथाशिखरपाणय: i 
रत्नपात्रकरा: कार्याः सागरा मनुजोत्तम |i 
समुद्राणां प्रभास्थाने सलिलं तु प्रदशंयेत । 
आयुधानां च तच्चिह्नं किञ्चिन्मूर्धेनि दर्शयेत्‌ ॥ 
निधीनां दर्शयेत्कुम्भं te WEA दशयेत्‌ । 
पद्मं पद्मस्य राजेन्द्र शेषाणामनुरूपतः ॥ 
कार्यस्यावयवाः कार्याः स्वदेहमदृशाः पृथक | 
दिव्यानां दशंयेच्चिह्लमक्षमालां च पुस्तकम्‌ ॥ 
अतः पर॒ प्रवक्ष्यामि रूपं यद्यस्य दृश्यते | 
आकाशं दर्शयेद्विद्वान्विवर्णं खगमाकुलम्‌ ॥ 
तथैव दशयेद्राजंस्तारकामण्डितं दिवम्‌ । 
भूमि च जाङ्गलानूपमिश्रां स्व॑ः स्वस्तथा गुण: ॥ 
पर्व॑तं तु शिलाजालैः शिखरर्धातुभिद में: । 
निझेरेभ sida दर्शयेन्नुपसत्तम ॥ 
qd “aafaa क्ैविहङ्गं : ३वापदेस्तथा । | 
तोयं च दर्शयेद्विद्वाननन्त॑मेत्स्यकच्छपः ॥ 
qum महाराज . तथान्येजलजंगु णैः । 
देवतावेश्‍मभिशिचत्रेः प्रासादापणवेदमभि: T 
नगरं दर्शयेद्विद्वान्‌ राजमार्गश्च शोभनैः। 
वमत्या दशयेद्ग्रामं किञ्चिदुद्यामभूषितम्‌ ॥ . 
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सर्वेषामथ दुर्गाणां कर्तव्यं दर्शनं तथा। i 
स्वभूमिविनिवेशेन वप्राट्रालकपवंते: ।। | 
पण्परयुक्तास्तु कतंव्यास्त्थेवापणभूमय: । 

आधानभूमिः कर्तव्या पानयुक्ता नराकुला ॥ 

उत्तरीयविहीनांश्च द्यूतसक्तान्प्ररर्शयेत्‌ । 
जिताञ्शोकसमायुक्तान्हुष्टांल्लब्धजयांस्तथा ॥ 

चतुरङ्गवलोपेतां sexy ताम्‌ | 


मृत।वयवरक्ताढ्यां रणभूमि प्रदशयेत्‌ ॥ 
चिताक्ुणपसंयुक्तं SWAT च तथा नृप। 
gad सभारेरुष्टराद्यैमाग सार्थ प्रदशेयेत्‌ ॥ 
सचन्द्ग्रहनंक्षत्रां तथा दशितलौकिकाम्‌ । 
आसञ्चतंस्करां रात्रि दर्शयेत्युप्तमानवाम्‌ ।। 
gmat aidaa तथा चैवाभिसारिकाम्‌ d 
सारुणो म्लानदीपश्च प्रत्यूषो रुतकुवकुटः ॥ 
क्मेव्यग्रजनप्रायः pA वानरस्तथा | 
द्विजेनियमभियुक्तां रक्तां सन्ध्यां प्रदर्शयेत्‌ ॥ 
तमसो ait कार्यं वासे संसर्पकँतं रैः । 
कुमुदानां विकाशे च ज्योत्स्नां चन्द्रे प्रदशेयेत्‌ ॥ 
दशेयेत्सरजस्यं च शय्यां कर्णोत्करावृताम्‌ । 
सद्वृत्तमानवप्रायां वृष्टि वृष्ट्याम्प्रदर्शयेत्‌ ॥ 
प्राणिनां क्लेशतप्तानामादित्येन निदर्शनम्‌ । 
वृक्षेवेसन्तजः फुल्लैः कोकिलामधुपोत्कटैः ॥ 
प्रहृष्टनरनारीकं वसन्तं च प्रदशेयेत्‌। | 
Word: कार्य नरीग्रीष्म॑ ÅA ॥ 
महिषेः पङ्कुमलिनैस्तथा शुष्कजलाशयम्‌ । | 


faga मसंलीने: सिहव्याघंग्‌ हागतैः ॥ | 
तोयन म्र घनंयुं क्तं सेन्द्रचापवि भूषणः । | 
“विद्युद्द्योतनयु att प्रावृषं दर्शयेत्तथा ॥ | 


सफलद्रुमसंयुवतां पक्वसस्यां वसुन्धराम्‌ । 
सहंसपद्मसलिलां शरदं तु तथा लिखेत्‌ ॥ 
सवाषप्रसलिलस्थानं तथा लूनवसुन्धरम्‌ । 
सनीहारदिगन्तं च हेमन्तं दशयेद्रध: 1 
हष्टवायसमातङ्गं शीतातंजनसङ,कुलम्‌ | 
ARR तु लिखेदविद्वान्हिमच्छन्नदिगन्तरम्‌ ॥ | 
वृक्षाणां पुष्पफलतः प्राणिनां मदतस्तथा । | 
ऋतूनां दशनं कार्यं लोकान्दृष्ट्वा नराधिप ॥ 
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(i) We qe ७३ 


(11)मानसो०, अ०चि० 


(iii) शिल्प 
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( ३२१ ) 


रसभावारच कर्तव्या यथापूवंमुदाहूता: । 
यथायोगं तु युञ्जीत नृत्ताभिहितमत्र च ॥ 
शुष्क वर्ततया वस्तु चित्रं तन्मध्यमं स्मृतम्‌ । 
शुष्काद्रमधमं Mat चाद्रेमेव तथोत्तमम्‌ ॥ 
यथादेयं यथाकालं यथादेशं यथावयः । 
क्रियमाणं भवेद्धन्यं विपरीतमतोऽन्यथा ॥ 


इति विचक्षणवुद्धिविकल्पितैः करणकान्तिविलासरसादिमिः 
लिखितमीक्षणलो चनमादराऱद्रवति चित्रमभीप्सितकामदम्‌ ॥ 


विलेखालक्षणं सम्यगिदानीममिधीयते | 
aad कूर्चकेनाथ द्वितीयं हस्तकूर्चकम्‌ ॥ 
तृतीयं भासकूर्चाख्यं चतुर्थं चल्लकूर्चनम्‌ | 
(वर्तंनंपञ्चमंव्तंन्यकूचंमान्यकूर्चनमिष्यते ॥ 
लेप्यकर्मणि तच्छस्तमनामणवः | 
जलचूर्णकमानीतमिह सत्सन्तितो) ? --. ॥ 
aap धारयेद्‌ धीमान्‌ वृषश्रवणरोमभि : | 
र Ta तत्कृतकूर्चक: | 
वल्कलैर्वा विधातव्यः खरकंशेरथापि वा॥ 
amr (येमतिर्यापि ? )विहितोऽत्र प्रशस्यते । 
तन्तूतः कूर्चकः श्रेष्ठो विकेखाकर्मणि स्वतः। 
आद्यो TSF MBIA RATS कुराकृति: ॥ 
प्लक्षसूचीनिभर्चान्यस्तृतीयः कूर्चको भवेत्‌ | 
BETIS राका रद्चतुर्थः परिकीतितः ॥ 
स्थूला लेखां न कुर्वोत eng रनिभादित: | 
न्यूनलेखा न कुर्वीत mag रसमेन च। 
अश्वत्थाङ्कू_ररूपेण यत्र विद्वत्सहीकरात्‌ ? । 
sgag कुकारो लेप्यकर्मेणि शस्यते । 
ज्येष्ठः स्यादायतो दण्डो वेणवो++ + ङः गुलः | 
वत्सकर्णसमुद्ध _तरोमाण्यादाय यत्नतः । 
तूलिकाग्रे न्यसेत्तानि लाक्षाबन्धनयोगतः ॥ 
लेखनी नाम सा प्रोक्ता सा चेवं त्रिविधा भवेत्‌ । 
स्थूला मध्या तथा सूक्ष्मा तया चित्रं विरच्यते ॥ 
स्थलया लेपनं कार्य तियंगाहितया तया | 
sg मध्यया कुर्यादग्रपारवविनिष्टया ॥ 
सूक्ष्मया च तया सूक्ष्मां लेखां कुर्वीत कोविदः । 
लेखनी त्रिविधा ज्ञेया स्थूला सूक्ष्मा च मध्यमा | 
तदूण्डमृतुसात्रं वा विष्कम्भं षडधवं स्मृतम्‌ ॥ 


| 
| 


e ana E N 
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१५ वतिका 
मानसो ०, अ० fro 


१६ चित्रलेखनविधिः 
शिल्प० 


(RR) 


मुखे पुच्छे तदष्टांशमष्टाश्रं वाथ वतुलम्‌ | 
कृत्वाग्रे विन्यसेच्छङ कु शोडमर्धाङ्ग_लोन्नतम्‌ ॥ 
यदाकारं च . सुदृढं तत्र संयोजयेत्‌ पुनः । 
स्थूलायां वत्सकर्णोत्थमजोदरभवं परे ॥ 
चिक्रोडपुच्छजं सूक्ष्मायामरोमं तृणाग्रकम्‌ । 
तम्तुना लाक्षया वाथ दण्डाग्रक्रतशङकुषु | 
बध्नातु लेखनीः सम्यक्‌ प्रतिवर्ण त्रिधा त्रिकाः । 
आकृत्या च त्रिधा स्थूला सूक्ष्मा मध्येति सा पुनः । 
प्रत्येकं नवधा चैवं प्रतिवर्णं तु लेखनी । 
अथ मध्यमलेखन्या पीतवर्णरसेव gN 
किट्टलेखाब हिर्भागे लिखित्वाव्यक्तमम्वरेः | 
मार्जयेत्‌ किट्रलेखां तां पुनः सुव्यक्तमालिखेत्‌ ॥ 
रक्तवर्णरसेनाथ सर्वं सम्यक्‌ समालिखेत्‌ | 
पश्चाच्चित्रं विचित्रं च तस्यां भित्तौ fuu 
नानाभावरसँयुक्तं सुरखं वर्णकोचितम्‌ ॥ 
कनिष्ठकापरीणाहां भागद्वयसमायताम्‌ । 
घनवणुसमुद्ध तां नलिकां परिकल्पयेत्‌ ॥ 
तदग्ने mai शद्ध यवमात्रं विनिक्षिपेत्‌ । 
तावन्मात्रं बहिः कुर्यात्तिन्दुनामेरितं qA: ॥ 
कज्जलं भक्तसिक्थेन मृदित्वा कणिकाकृतिम्‌ । 
वातं कृत्वा तया लेख्यं वतिका नाम सा भवेत्‌ ॥ 
यत्र लेखा गता वामं तत्र तान्‌ न्ववासमा। 
संमाज्ये सम्यगालिख्य तत्तदाकारमुन्नयेत्‌ dI 
मन्दं किञ्चच्छिलापृष्ठे पेषयित्वा विलोडय च । 
शुद्धतोयैर्मेहापात्रे मुहूतं प्रतिपालयेत्‌ ॥ 
agai सारतोयमधः पङ्कविवजितम्‌ | 
पात्रान्तरे विनिक्षिप्य पुनः कुर्यादमूं विधिम्‌ ॥ 
एवं पुनः पुनः कृत्वा यावन्निर्मलता भवेत | 
TMNT नवम॒ऱद्भाण्ड मन्दमालिप्य शोषयेत i 
्रीष्मातपेषु विधिवद्‌ भूयो भूयो महामतिः। 
आलोड्य Janay शोषयेच्छद्धिमच्छिकः (2) 

एवमेव समानीय रवते धातूनपि क्रमात्‌ । 
निर्मलत्वे. समुत्पन्ने शोषयेदेवमेव fa ॥ 
अथ तलं समासिच्य वर्धमानेऽच्छवतिकाम | 
विन्यस्य प्रज्वलेद्‌ दीपं घटमादाय मृन्मयम्‌ ॥ 
शुष्कगोमयचूर्णेन संमृज्योदरमस्य वे। 
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१७ अ. वर्तनाविधा: 
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ब. पटुपत्रवर्तनादिप्रकार: 
अ० पृ० २३१ 


१८ चित्रपत्रोत्पत्ति: 


4 
j Ho go २२७ 
| 

| 


- अतीव कथिता 


So यम, 


( ३२३ ) 


तद्दीपोपरि दीपस्य संमुखं विन्यसेत्‌ पुन: ॥ 
तत्र दीपश्िखोद्ध कज्जलं तद्धटोदरे । 
आलग्नं सम्यगादाय gaeat विलेपयेत्‌ ॥ 
मर्दयेत्‌ स्वस्य हस्तेन भूयोद्वत्य॑ पुनस्तथा । 
garafi संमद्य॑ बहुशः शोषयेत्‌पुनः ॥ 
एतत्त्रयं gaga निम्बनिर्यासवारिणा i 
amà शोषयेत्‌ पश्चादथान्यानपि पेषयेत्‌ ॥ 
क्यामधातून्‌ यवमात्रं बुद्ध तोयेन पेषयेत्‌ । 
पुनः  कपित्थनिर्यासतोवैःसंम्यं शोषयेत्‌ ॥ å 
Ram «dear प्रोक्ताः पत्राहैरिकबिच्दुजा: । i 
पत्राकृतिभी रेखाभिः कथितात्र च वर्तना ।, e 


सूक्ष्म तथाहेरिकवतंना । 
तथा च स्तम्भनायुक्ता कथिता बिन्दुवतंना ॥ 


अतः परं प्रवक्ष्यामि चित्रादिपट्टसाधनम्‌ । 
शाकवृक्षोद्भवाकार्या चित्राम्यासार्थपट्विका ॥ 
अत्यर्निमालिता या च इष्टिका आयसाकृतिः । 
रन्ध्रकीर्णकुलाया च गृहीतव्या लूणीकृता ॥ 
अतिसूक्ष्मा च कतंव्या दीपशिखाकज्जलोपमा | 
गोधूम: खलचूर्णं तू तक्रमध्ये तु प्रक्षिपेत्‌ । 
तदनन्तरोद्‌भवं च सूक्ष्मवस्त्रेषु गालयेत्‌ | 
भाण्डे तु तादृशं क्षिप्तं मृद्वग्निना शनेः शनेः ॥ 
तथा दृढ़रसाकारं वञ््लेपसमं भवेत्‌ । 


तेनाथ महंयेत्पट्टमिष्टिकासूक्ष्मचूण तः ॥ 
पक्षद्वये सुप्रलेपो ह्न्तर्येन प्ररोहते। 
पट्टुबन्धनमेवं तु कत्तेव्यं चित्रहेतवे॥ _ 
fto पत्रवरतंनानिणंयः लुप्तः । 
चित्ररूपसमुद्भावाः सुरासुरनरोरगाः | 
त्वयैव कथितं पूरवंमुतपत्तिप्रलयादिकम्‌ ॥ | 
पत्रोत्पत्तिः कथं देव चित्रमूलसमुद्धवा 
कथयस्व प्रसादेन पत्रं चित्रं च | 

दिनपत्रं कथं प्रोक्तमृतुपत्रं च की 


चन्द्रकलोद्भवं पत्रं षो 
जलपत्रं स्थलपत्रं न 
amagi चेव 
नागरं द्राविडं 
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सर्वतोभद्रकाकारं PIA परेश्वरं i 
पञ्चपत्राणि चान्यच्च षोडशात्मकमेव WO 
तत्तद्रूपोदृभवं चेव लक्षकोट्चादिसंङ CIFT ॥ 
प्रस्थानानि वे सार्ध सुरसन्द्यादिकोद्‌भवम्‌ | 
कथयस्व प्रसादेन पत्रस्थानादिसाधनम्‌ ॥ 
शुणु वत्स महाभाग त्वमेवं प्रकटीकृतम्‌ । 
पत्रोत्पत्ति च वक्ष्येऽहं शृणु ARMATA: ॥ 
क्षीरोद्रार्णवके पूर्व मथ्यमाने सुरासुर । 
तत्रोत्पञ्नो महावृक्षो नाम्ना सुरतरुस्तदा ॥ 


नानापत्रसमाकीर्णो नानापुष्पसमाकुलः | 
नानाफलकसम्पृक्तो ललिताङ्गो मनोहरः di 
सुगत्धामोदबहुलः सुगन्धागन्धितोत्पलः | 


तद्गन्धमोहिताः सर्वे देवदैत्यादिकास्तदा ।; 
परस्परं देवदैत्या qaf SATA: | 
अमृतोद्भवं मन्यन्ते दैत्याइच त्रिदशा अपि ॥ 
शाखापत्रोङ्वश्चतुदिक्ष मध्यत ऊर्ध्वतः । 
मानतः पत्रसंकीर्णो दिशाभेदेः परात्परम्‌ ॥ 
नागरं पूर्वंशाखायां द्राविडं दक्षिणो द्वम्‌ । 
अपरे व्यन्तरं चेव वेशरं वा तथोत्तरे॥ 
कालिङ्गमूध्वंतश्चव शाखान्तजं च यामुनम्‌ । 
षड्जात्युःपत्तिभेदेश्च पत्रमेवं समुद्गतस्‌ ॥ 
नन्दादिक्रमयोगेन तथा चन्द्रकलाक्रमः | 
दिनपत्रोद्‌भवस्त्वेवं सङख्यातो दशपञ्चभिः ॥ 
नन्दा भद्रा जया रिक्ता पूर्णा स्यात्‌ पञ्चमी तथा । 
पञ्च पञ्च तथा पञ्च मासार्धे तु यथा यथा ॥ 
नन्दायाः RIJ च भद्राया: सकलं तथा | 
स्वस्तिक तु जयायाइच रिक्ताया वर्धमानकम ॥ 
पूर्णाया: स्ंतोभद्रं पञ्चमं परिकीतितम | 
षष्ठिकादि दशम्यन्तमन्यपञ्चसमुरद्भवः | 
जयं च विजयं चेव उद्गतं पत्रमक्षयम्‌ । 
सबेमङ्गलं भवास्यं पञ्चान्ये च प्रकीतिताः ॥ 
षष्ठयां च WaT पत्राणां पञ्चकं तथा | 
पुनरन्यानि पञ्त्रैकादशाद्यं पूर्णान्तं तथा ॥ 
श्रियं श्रियोद्‌भवाख्यं च रत्नगर्भ तेजोभवम्‌ । 
सर्वानन्दं महोत्साहं पत्राणां दशपञ्चकम्‌ | 
वसन्ते नागरं पत्रं द्राविडं ग्रीष्मके A 
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वर्षासु व्यन्तरभवं वेसर च शरदतौं ॥ 
हेमन्ते चेव कालिङ्गं यामुनं शिशिरोद्गतम्‌ । 
पड़तू्भूवपत्राण सर्वाणि झुभदाति wg E 
तथा magi mgr दशविधं क्रमात्‌ ॥ E 
शाखोळूवानि eda कन्दजानि तु षोडश ॥ 
तथा चाकारपत्राणि लक्षकोट्यादिकानि च 1 
पुनरन्यानि वक्ष्येऽहं प्रकारैः पञ्च तानि च ॥ 
हेसपत्रं नक्रपत्रं मत्स्यपत्रं च कूर्मकम्‌ । 
पध्नपत्रं तथा चेव ISTH जलजं भवेत्‌ D 
स्थलजं छन्दजाकारं प्रासादगहकादिकम्‌ । 
नरनार्यादिकं पत्रं नरपत्रं च पञ्चमम्‌ ॥ 
THAR  जानुगं पद्मजं तथा | 
सिहासनादिपत्रं च quud तु पञ्चकम्‌ ॥ 
ग्रनेकाकारपत्रं च a तर्थंवं च। 
पत्राकारास्तथा चेते कथितास्त्वपराजित ॥ 
| पुनः स्थानेषु सर्वेषु तत्र पत्राणि योजयेत्‌ । 
| स्तम्भेषु द्वारपक्षेषु प्रासादेषु च स्वतः ॥ 
पोडशाभरणैरचैव तत्र पत्रं तु दापयेत्‌ । 
हारकेयूरकङ्कणकटिसूत्रादिभिः समैः ॥ 
i यत्र स्थाने भवेत्पत्रं लक्ष्मीस्तत्र हितेक्षणा । 
ना$पत्रतो भवेल्लक्ष्मी: शुभस्थानं च TAG | 
d १९ कण्टकलक्षणम्‌ अथातः संप्रवक्ष्यामि कण्टकानं तु AAT] 
| Fogo २२८ अष्टौ जातिक्रमच्छन्दात्‌ कण्टका अभिधानतः ॥ ` k 
कलिश्च कलिकदचेव व्यामिश्रद्चित्रकौशल: 1 c 
व्यावतंश्चँव व्यावृत्तः सुभङ्गो भद्भचित्रकः 
अगस्तिपुष्पकाकारः संभवेत्‌ कलिक 
वराहदंष्ट्राक्ृतिकः कलिकञ्चेति संज्ञितः 

वद्धपुष्पो avi 
उकाराकारसदृशः स à 
व्यावृत्तो व्याप्रनखवद्‌ व्यावृत्त 
भङ्गचित्रोबदरवत्‌ सुभङ्ग 
कः नागरो = 
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कण्टकानां तथाकाराः कथिताः पूर्वमेव च ॥ _ 
वेदाक्षरं पदं कृत्वा कण्टकावर्तनोद्गतम्‌ | 
ब्रह्मस्थाने भवेद्‌ बिन्दुर्वामावर्तेन afa: ou 
तद्वतिताग्रसंस्थाते बिन्दुः स्यादक्षरोद्‌भवः । 
तदूर्ध्वे अ्रमगर्भ च quud चन्द्राकृति ॥ 
ब्रह्मस्थानोर्ध्वंगतं च दक्षिणोट्वाकारकम्‌ । 
कलिकोद्भवाक्षं वाराहकणसम्भवस ॥ 
तस्योध्वेऽपरोद्गम्यं त तदान्यताग्रं कंटकोपमम्‌ | 
अग्नस्याग्रपदवर्णेषु अपरानतः कणिकाक्ृतिः-॥। 
तस्या यावत्याग्रेन मवधी पदपादो ey 
पृथुग्रीवा त्रिपादे e `" पादोदर कण्टका `` "`` ? 


Ug स्थानात्समुद्भव्य A निम्नाग्र धान्यांतकम्‌ ? 


चक्रप्रीवोद्गतां कारिकं कलिकोद्भवं वाराहकणिकोद्गतम्‌ | 


अग्राधारः 


पुनः पृष्ठे कलिका मुनिपुण्पवत्‌ i 
कण्टकोदरमध्ये तु कलिक जीवसुत्रकम्‌ | 
तदास्पहम्‌ ० ००० ००० ००००१० een 
रोम।स्थिमांसत्वचाइच एवं fagga 
चक्ष्ये जीवसूत्रेण कथ्यते ॥ 
रेखास्थिवर्णमांसानि चतुद्छाया: प्रकीतिता: । 
maagia सर्वाणि नाडीरोसं च विदुर्वर्तया ॥ 
मज्जा च क्षितिराख्याता राजेन्द्रत्यदय बीजकम्‌? 
“अद्भयो रससमुद्भवः | 
"तेजो द्रव्यस्य बीजकम्‌ । 
“` वायुश्च qadarga: ॥ 


आकाशं `" cocos पञ्चतत्वोद्भवं तथा | 
जीवसूत्रमिदं ज्ञेयं पत्राकारं प्रकथ्यते ॥ 
घनघण्टाकुलाकी AT चलितकुञ्चिकम्‌ | 
अङ्गे nud भङ्गमनेकाकाररूपकम्‌ I 
शुकचञ्चृसमाकारं बदरीकण्टकाकृति । 
पलालधूमसंकाशां द्राविडं पत्रमुच्यते |! 


क्वचिद्‌ भिन्न ववेचिच्छन्नं ववचिदन्योन्यवेष्टितम | 
मुनिपुष्पसमाकी णं वेशरं पत्रमुच्यते ॥ 
उच्यते व्यन्तरं पत्रमुध्वे  भड्धोळ्भवाकृति | 
उकारकण्टकाकीर्ण कालिङ्गं पत्रमुच्यते ॥ 
सुदीर्घ विरलभङ्गं रग्न व्या वृत्तकेस्तथा । 
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। पृष्पगर्भोद्भवाकीर्ण यामुनं पत्रमुच्यते ॥ 
f ललितं कोमलं भङ्गैविषमे गर्भउम्भवम | 
सुकुमारगर्भोद्भवं व्या व्तस्याकुलो -द्भवम्‌ ॥ 

तरल नागर चेव वलित व्यन्तरं तथा | 

आकुञ्चितं tat च ऊध्वं कालिङ्गकं भवेत ॥ 

पुनिस्त्रिपञ्चसप्ताद्यं याव ववि | à 

अतिवक्रकुलाकीर्ण द्राविडं कषण्टको-द्भवम्‌ ।। 3 

उदितं यामुनं वक्र: कण्टकानां तु निर्णयः 

देशजातिकुलस्थानं वर्णभेदास्तथापर्‌ः | T 

पत्राकारो वर्णभेदों जीवसूत्रादि चोदितम 

२० चित्रकर्मणिवर्णभेदः मूलरङ्गा स्मृताः पञ्च शवेतः पीतो विलोमतः । 
(i) वि० qo SO नीलश्च राजेन्द्र शतशोऽ्तरतः स्मृताः ॥ +: 
पूर्णरङ्गवि भागेन भावकल्पनया तथा । 

स्वबुद्ध्या कारयेद्रङ्गाञ्शतशोऽथ सहस्रशः ॥ 

नीलेष्वतिव्यतिक्रतिः पालाश इति अस्यते । 

स शुद्धः इवेतमिश्ररच नीलाभ्यविक एव च ॥ 

एकाधिकं च भवतिच्छवीनामनुरूपतः । | 

इवेताधिको वा न्यूनो वा समांगब्चेति स त्रिधा ॥ 

स॒ एकस्तम्भनायुक्तो बहुधैवं विकल्पते । 

तेन॒ gaiga पीतः कपित्थहरितः शुभाः il 

मुदगश्यामप्रकृतयः कर्तेव्याञ्छवयो नृप I 

नीलः पाण्डुरसम्परक्तो face: सोऽप्यनेकधा || — 

अन्योन्याभ्यधिकं न्यूनं समांशवशकल्पना । 

तेन नीलोत्पलनिभा माषसच्छायमुप्रभा ॥ 

क्रियतेच्छवयो रम्या यथायोगविनिश्चयात्‌ 

लाक्षया ३वेतया युक्ता लाक्षारोभ्रपिनद्धया 

रक्ता रक्तोत्पलस्यामाच्छविर्भवति शोभना 

सापि नानाविधानन्यान्वर्णान्विकुरुते 

रङ्गद्रयाणि | werent कनकं रजतं ताम्रमे 
sw Ustad च fa 
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अश्रकद्रावणं प्रोक्तं सुरसेन्द्रज भूमिजे i j 
चम्भाकुथोऽथ बकुला निर्यासस्तम्भना=्भवेत्‌ ॥ | 
सवेषामेव रङ्गाणां सिन्दूरक्षीर इष्यते। 
मातङ्गदूर्वारसपट्ुबद्धैः संस्तम्भितं चित्रमुदारपुच्छैः॥। 
धौतं जलेनापि न नाशयेत तिष्ठत्यनेकान्यपि वत्सराणि । 


(ii) ao Jo २२९ देशजातिकुलस्थानं वर्णभेदरच कथ्यते | 
qaaa नागरं च कर्णाटे द्राविडं स्मृतम्‌ ou 
व्यन्तरं qamya वेशरं चोत्तरे तथा। Y 


कलिङ्गदेशे कालिङ्गं यामुनं सवेत: स्थितम्‌ ॥ 
देशजातिश्च कथिता कुलस्थानं कुलोद्गतम्‌ | | 
नागरं विप्रजातिः स्याद्‌ द्राविडं क्षत्रियस्तथा ॥ 
व्यन्तरं वैश्यजातिश्व वेशरं च तर्थेव च I 
कालिङगं मिश्रवर्णाढयं यामुनं सर्वतः समम्‌॥ 
कुलस्थानोद्भवश्चेत्थं वर्णभेदश्च कथ्यते । 
नागरं श्‍वतवणे स्याद्‌ द्राविडं रक्तवर्णकम्‌ ॥ 
व्यन्तरं पीतसंकाशं . ghat तु ATH d 
हरिद्वर्ण च कालिङगं यामुनं सर्ववर्णकम्‌ ॥ 
(iii) मानसो ०, अ०चि० तत्तद्रूपानुसारेण पुरणीयास्तु चित्रकै: । 
एणसारङ्गशादू लशिखितित्तिरिकादिषु m 
भिन्नवर्णेषु सत्वेषु gue: प्रयुज्यते । 
वृक्षपर्वंतशस्त्रादिपदार्थेष्‌ यथोचिताः ॥ 
भिन्नवर्णाः प्रयोक्तव्याः चित्रकँद्चित्रकर्मणि | 
marge नीलेषु हरितालं पुरो न्यसेत्‌ ॥ | 
गौरेषु गैरिकं पर्चान्नीलीं नीलेषु योजयेत्‌ । | 
aur तीक्ष्णधारेण लेखां न्यूनाधिकां हरेत्‌ ॥ 
पाण्डुर बिन्द्रुजातं यत्तत्सर्वं तेन कारयेत्‌ | 
पूरितं art यत्तावन्मात्रं हरेत्सुधी: ॥ 
मृदुघर्षणयोगेन यथा ng न नव्यति | 
रोमराजिमितां कुर्यात रेखां नानाविधामपि ॥ 
वी रणस्सूक्षमलुण्डाग्रमृदुघषं णयोगतः 
वर्णेषु स्वणयोग: शुद्धं सूवर्णमत्यर्थं शिलायां परिपेषितम्‌ ॥ 
कृत्वा RAAT पात्रे गालयेत्तन्मुहुमु हुः | 
क्षिप्त्वा तोयं तदालोड्य निहेरेत्तज्जलं मुहुः ॥ 
यावच्छिलारजो याति तावत्कुर्वीत यत्ततः | 
घनत्वान्मसृणं हेम न याति सह वारिणा ॥ 
आस्ते तदमलं हेम बालाकंरुचिरच्छवि | 
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( ३२९ ) 


तत्कलकं हेमजं  स्वल्पवज्रलेपेन मेलयेत्‌ ॥ 
मिलितं amaa afam निवेशयेत्‌ । 
लिखेदाभरणं af यत्किञ्चद्धेमकल्पितम्‌ ॥ 
चित्रे निवेशितं हेम. यदा शोषं प्रपद्यते । 
वाराहदंप्ट्रया तत्तु WERTE शै: ॥ 
यावत्कान्तिं समायाति विद्युच्चकितविग्रहम्‌ । 
सर्वचित्रेपु सामान्यो विधिरेष प्रकीतितः HL. 
प्रान्ते कज्जलवर्णेन लिखेल्लेखां विचक्षण: | 
वस्त्रमाभरणं पुष्पं मुखरागादिक सुधी: ॥ 
अलक्तेन लिखेत्पश्चाच्ित्रवर्ण भवेत्ततः । 


quant: पश्चात्‌ तत्तूपोचितैस्स्फुटम्‌ । 
उज्ज्वलं प्रोन्नते स्थाने श्यामलं निम्नदेशतः ॥ 
एकवर्णेऽपितं ुर्यात्तारतम्यविभेदतः । c 
अधश्चेदुज्ञ्वलो वर्णो घनद्यामलतां ब्रजेत्‌ ॥ 
भिन्नवर्णेषु रूपेषु भिन्नो वर्णः प्रयुज्यते । 
मिश्रवर्णेपु रूपेषु मिश्रो वर्णः प्रयुज्यते ॥ 
aay पूरयेच्छङ्लं MAg दरदं तथा। 
रक्तेष्वलक्तकरसं लोहिते TRE तथा ॥ 
पीतेषु हरितालं स्यात्कृष्णे कजञ्जलमिष्यते । 
शुद्धा वर्णा इमे प्रोक्ताइचत्वारस्चत्रसंश्रयाः ॥ 


fa वर्णानतो वक्ष्ये वर्णसंयोगसम्भवान्‌ । 

दरदं शाद्धसम्मिश्र भवेत्कोकनदच्छविः ॥ E: 
अलक्तं शङ्भसम्मिश्रं सौराश्वसदृशं भवेत्‌ | | 
गैरिक॑ against धूमच्छायं निरूपितम्‌ 
हरितालं gad घोरात्व ? सदृशप्र 
कज्जलं angues धूमच्छायं 
नीली शङ्केत संयुवता कपोताभा 
राजावतं स्स एवायमतसी 


हरितालेन मिश्रा 5 
गैरिकं हरितालेन 
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(iv) शिल्प० 


स्वर्णलेपविधिः प्रथमा 


द्वितीया 


वज्रलेप: 


वर्णभेदः मिश्रवर्णाः वा 


( 899) 


अथवान्यप्रकारेण वर्णयोग: प्रकोत्यंते । 
मृदुरक्ते तु fart गैरिकं मध्यरक्तके ॥ 
ग्रतिरक्ते तु संयोज्यं वर्णे लाक्षारसं विदु: । 
मनश्शिला पीतवर्णे ततोऽन्यत्‌ पूर्वमुक्तवत्‌ ॥ 
गैरिकं तु शिलापृष्ठे दिनमेकं सुपेषयेत्‌ | 
तत्‌ कोपितं yard: संग्रहेन्मुद्गरादिषु ॥ 
दिनार्धं पेषयेत्‌ तद्वत्‌ सिन्दूरं जलमिश्चितम्‌ d 
निर्जेलं चूर्णयेत्‌ तत्र पेषण्यां तु मनश्शिलाम्‌ ॥ 
दिनपञ्चकमात्रं तं पुनस्तोयविमिश्रकम्‌ । 
दिनमेकं पेषयित्वा सम्यकू पात्रेषु संग्रहेत्‌ ॥ 
एतेषां निम्बनिर्यासतोयं संयोज्य युक्तितः । 
aaa लेपलिखनप्रक्रियाषच समाचरेत्‌ ॥ 
अथ स्वर्णं पेषणार्थं पत्रीकृत्य यथा मृदु | 
तत्पत्रं दाकलीकृत्य सूक्ष्मात्‌ सूक्ष्मतरं पुनः ॥ 
किञ्चित्सिकतसंमिश्रं शुद्धतोयविमिश्रितम्‌ । 
पेषयेत्‌ पेषणीरवभ्रे सुश्लक्ष्णदृषदा सुधीः ॥ 
जाते सुपिष्टे तत्पिष्टे काचपात्रे जलै: सह । 
आलोडयोध्वंगतं पङ्कं सिकतां च पुनः पुनः ॥ 
सन्त्यज्य जातं स्वणस्य पङ्कुमत्युज्ञ्वलं बुध: । 
युक्तिको बञ्चलेपेन सह Wi 
तत्तदुचितलेखिन्या विशेषज्ञो लिखेदिदम्‌ । 
वराहदंष््र मुख्येन शुष्के तस्मिन्‌ पुनः पुनः i 
यावदस्य प्रभाजाता तावन्मन्दं विघट्टयेत्‌ । 
अथवा as स्वर्णस्थानं विलेखयेत्‌ ॥ 
विन्यसेत्‌ तत्र तत्राशु यथायुक्ति विदारितान्‌ | 
अतीव wea स्वणंपट्टानतिदृढैः पुनः ॥ 
stages: संमार्ज्य प्रकाशी क्रियतामिदम्‌ | 
एवं qd: स्वर्णलेपविधिरूक्तो द्विधा gå: 
माहिषत्वचमादाय नवां तोयेन पाचयेत्‌ । 
तवनीतमिवायति गालयित्वा यदा तदा ॥ 
गुलिकारच तत: कार्या या: शुष्काइच महातपे । 
watts स्यातं चित्रकारसुखावहम्‌ ॥ 
्षिप्त्वोष्णतोये विद्राव्य तत्तद्वणेषु gaa: | 
कपित्थनिम्बनिर्यासतोयस्थानेऽपि योजयेत्‌ ॥ 
भ्रव्योन्ययोगात्‌ संजातवर्णभेदोऽय कथ्यते । 
सितं रक्तेन संयुक्तं गौरच्छवि हि दृश्यते ॥ 
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| 88९ ) 
1 add कृष्णं च पीतं च समभागविमिश्रितम i 
| शारूच्छवीति विख्यातं वर्णकारसुखप्रदम ॥ 


रवेतं कृष्णं समं मिश्रं गजवण मुदाहृतम्‌ । 
रक्तं पीतं समं मिश्रं बकुलस्य फलाकृति ॥ 
ज्वलनाभमिदं सख्यातमरिनिवर्णनिभं परम । 
पीतस्य द्विगुणं xad मिश्रितं त्वतिरक्तकम di 1 
इवेतस्य द्विगुणं पीतं मिश्चं ख्यातं तु पिङ्गलम्‌ i 

कृष्णस्य द्विगुणं पीतं मिश्चितं त्वम्बुसम्मितम्‌ ॥ A 
तदेव नृणां वर्णः स्यात्‌ कृष्णं पीतसमं तु वा। हि 
हरितालं व्यामयुतं॑ शुकपक्षनिभं भवेत ॥ 
लाक्षारसेन संयुक्तं हिद्ध दं त्वतिरक्तकम्‌ | 
लाक्षारसेन संमिश्रं su जम्बुफलाकृति ॥ 
लाक्षारसं जातिलिद्ध॑ सितवर्णं यथा समम्‌ | 
सम्मिश्रमुत्तमं वर्ण fag sar वा युतम्‌ ॥ 
कृष्णं नीलेत सम्मिश्रं केशवणंमुदाहूतम्‌ | 
i एवं मिश्रकवर्णानि युक्त्या संयोज्य संलिखेत्‌ ॥- 
LU सुधाधवलिते भित्तौ da कुर्यादिदं सुधी: । 

| २१. टि०-चित्रे श्वंगारादिनवरसप्रदर्शनं देवालयनृपसभयोस्तद्रिमशेः, निधिविद्याधरहन- 
F मदादिमंगल्यचित्राणां गृहेषु यत्नाल्लेखनं स्वहस्तेनात्मगृहे चित्रलेखननिषेधत्यादि सर्व 


Í z 
qida संकलितम्‌-अवलोकयन्तु तत्र ६४ तमे पृष्ठे । 

२२. चित्रदोषाः दौबंल्यबिदुरेखत्वमविभक्तत्वमेव 1 1 A 
fo qo वृहदण्डोष्ठनेत्रत्वमविरुद्धत्वमेव च lis C 


मानवाकारता चेति चित्रदोषा: प्रकीत्तिता:। 
guai gada पिपासा चान्यचित्तता 
एते चित्रविनाशस्य हेतवः परिकीतिता 


dats: 


२३. चित्रगुणाः स्थानप्रमाणभूलम्बो मधुरत्वं 1 
सादृश्यं पक्षवृद्धिरच गुणाश्चित्रस्य १ 
रेखा च वतंना चेव भूषणं 
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सुस्तिग्धविस्पष्टसुवर्णरेख॑ विद्वान्यथादेशविशेषवेशम्‌ | 
प्रमाणशोभानिरहीयमानं कृतं भवेच्चित्रमतीव चित्रम्‌ ॥ 

२४ चित्रकारः बुध्यन्ते केऽपि शास्त्रार्थं केचित्‌ कर्माणि कुर्वते ॥ 
(i) Fo qo करामलकव (त्यास्यं पर?) द्वयमप्यद: | 
न वेत्ति शास्त्रवित्‌ कर्म न शास्त्रमपि कर्मवित्‌ ॥ 

यो वेत्ति दृयमप्येतत्‌ स॒ हि चित्रकरो वरः ॥ 


(ii) मानसो०, ao fao प्रगत्भैर्भावकंस्तज्जञः सूक्षमरेखाविशारदैः | 
विधिनिर्माणकुशलंः पत्रलेखनकोविदैः ॥। 
ATI ATA वीरणे च HATA: | 
चित्रकेरलेखये च्चित्र नानारससमुऱ््भवम्‌ ॥ 


ग्रन्थकत्‌ ग्र्॑थसमापनस्तवः 
गुक्लाम्बरधरां देवीं शुक्लमाल्यविभ्रूपिताम्‌ । 
नमस्कृत्येष्टदेवी तां तृतीयां बहु मन्महे ॥ 
महाकालीं महालक्ष्मी तृतीयां तां सुमन्महे । 
तस्या va sanae कर्त किमपि पारये॥ 
sama faa वास्तु-सागर-सुत्तरम्‌ । 
कर्तुं वे यथाशक्तः तदपि तद्वहुमन्महे ॥ 
अथवा गुरूप्रसा द सरवेमेतत्कोशलम्‌ | 
त्वदीयं वस्तु गोविन्द तुभ्यमेव समर्पये ॥ | 
अथवा पूर्वजानां वै शुक्लोपाह्वसुतेजसाम्‌ । 
प्रसादा महादेव-निरञ्जन-रूद्रधरस्य च ॥ | 
कर्तुं किमपि पारोऽहं विज्ञानं वास्तु-शास्त्रकम्‌ । 
प्रतिमाक्षणमेतद्वै नवीनं किमपि अस्ति वँ ॥ 
तच्चैतत्समापितां नीतमाषाढस्य सितपक्षके । 
चतृदंशाधिकसहस्नद्वयवित्रमेऽस्मिन्‌ quad ॥ | 
सर्वे पठन्ति साहित्यं aii धर्म-शास्त्रकम्‌ । 
साम्प्रतं तु पठिष्यन्ति कला-विज्ञान-पारगम्‌ |i 
वास्तु-शास्त्र-प्रबन्धेऽस्मिन पुस्तकानि चतुर्दश | 
तेष्विदं पञ्चमं प्रोक्तं शेषमग्रे प्रवक्ष्यते di 
शुभं शूयाच्छुभं भुयाच्छुभं भूयात्सनातनम्‌ । 
शुभं शास्त्रं शुभं ज्ञानं शुभं विज्ञानवैभवम ॥ 

शुभो मेऽस्तु वै भगवन्‌ प्रयासोऽस्मिन्‌ वास्तुशास्त्रके | 

तदधिकृत्य जीवनं सर्वं व्यतीतं d भविष्यति ॥ 


| ( tag समाप्तोऽन्तिमः खण्ड: 


N ger समाप्तं चित्रलक्षणम्‌ 
N gea 


T 


od 
B 
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Enough has been said about the important works consulted. 
They are all inferred invariably at their proper places, More impor- 
tant ones have been specially indicated in the Introduction, more 
Particularly in the respective introductories of all the five parts. 
Here therefore only the works forming the sources are being mentioned 
with their abbreviations. Iconography being a very vast subject, 
practically all the source-literature—Samhitas, Brahmanas, Upnigads, 
Epics, outstanding works of eminent Sanskrit poets like Kalidasa, 
Banabhatta Sriharsa etc. etc. have also found 


this exposition. 
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पुस्तकालय 
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qe व हे की तिथि तीचे afra है । 
इस तिथि सहित १५ वें दिन तक यह पुस्तक पुस्तकालय में 
वापिस भ्रा जानी चाहिए । प्रन्यथा ५ नये पैसे प्रतिदिन के 
हिसाब से विलम्ब दण्ड लगेगा । 53,51] 
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